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universe, the only one who existed before Creation’. 

He is conceived as having his abode in the primaeval 
waters as the etymological explanation of his name 
suggests. It must be noted here in passing that this 
concept of Nar&yana is initially responsible for the 
evolution of the Visnu Sesasayi form, where he is repre- 


sented as the Creator, reclining on the serpent symboli- 


sing eternity, amidst the primaeval waters. 


This Narayana took birth as the progeny of Dharma 
in a quadruple form —- as Nara, Narayana, Hari and Krsne. 
Out of these Nara and Naéraéyana practised severe austeri- 
ties at their asrama at Badari. Nara and Narfyana are 
supposed to have taken their bith: fo ae destruction 
of evils and redemption of man. > They are highly 
glorified in some parts of the Mahabharata’. 


It seems that in that period the worship of Nara and 
Narayana, who were at times identified with Krgna and 
Arjuna, must have been widely prevalent but was later on 
overshadowed by the more expanding cult of Narayana or 
Vismu. NSrayene is still being worshipped at Badari, 
mentioned as their asrama in the Mahabharata, which is 


supposed to be the earliest existing shrine of Visnu. 

1. Matiabh@rata, (ed. Suthankar V.S.), Bhandarkar Oriental 
Institute, Poona. XII, 336, 54. 

2, Ibid., KIT, 328, 35. 

3. Ibid., V, 47ff. 

4... Thad., AIT, 335- 


Sardila’, vrsni-sresthe* ete. Vrsnivirau, in dual, is 
also used for Krsna and Balarama’. In the list of the 
enumeration of the Vrsnis who attended the marriage of 
Draupadi, the first four Vrsnis mentioned are - Samkarsana, 
Vasudeva, Raukmineya (Pradyumna), and Samba‘. Aniruddha, 
the son of Pradyumna, is not mentioned here, but else- 


where he is acknowledged as his son?. 


Thus at the root of the formation of the cult is the 
practice of hero worship. Vasudeva, Samkarsana, Aniruddha, 
Pradyumna and Samba were heroes of the Vrsni race, later 
on deified and incorporated in the theory of vyuha. The 
vyuha theory has its origin in the cosmological specula- 
tions of the Sankhya system, which must have been one of 
the most prominent philosophical systems of the period. 
The principal heroes of the cult were identified with the 
first four creative principles of the Sankhya system - 
parama, mahat or jiva, manas and ahamkara. Vasudeva is 
the highest nirgunatmaka, from him emanates Samkarsana in 
the form of jiva or individual soul, from him emanates 
Pradyumna in the form of manas and lastly comes Aniruddha 
identified as ee oe To put it in the reverse order, 
1. Mahabharata, III, 188, 4; IV, 67, 24, ete. 

2. Inia., ¥, 69, 8. 
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5. Ibid., VI, 61, 66. 

6. Ibid., XII, 326, 38-39. 
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the Vedika, torana, etc. This inscription is of ‘exceptional 
a 

importance' in the opinion of Dr. V.S. Agrawal for it 

mentions king Vasu who according to the Narayaniya parven 


was the supreme patron of the Narayani and the Sattavata 


dharma’. 


The Vasudeva-Krsna worship was not only prevalent in 
Mathura, the birth place of Krsna himself, but also in 
other regions. A village named Ghosundi in the Chitorgarh 
district, Rajasthan, has preserved the famous Ghosundi 


2 The 


stone inscription datable to the 2nd century B.C. 
inscription again records the temple dedicated to Samkar- 
gana and Vasudeva, which had a Pujé-sila prakara, i.e. a 
shrine, having a railing round it. The terms Narayana- 
vAtixe is significant, as it signifies the temple of 
Narayana together with the compound wall. The vatika 
must have been really a huge shrine, installed for 
Narayana as early as the 2nd century B.C. Another 
inscription from Nagari? in the Udaipur district, con- 


1. Agrawal, V.S., Indian Art, p. 252. 
ag aTheat af (aT arate aTaTa UTI wet Cadets 
aketear) PAT wrageat desfor atytarsar ( ay fearsat 
aeeqt) Far gar frat wrartt ariraer arfeat i 
Ep. Ind., Vol. XVI, p. 25ff. 
also see Sirear D.C., Select Inscriptions, Calcutta, 


P 1942. p. 92. 
3« Ep. Ind., Vol. XXII, p. 198ff. 


It may be noted here in brief that in the early 
inscriptions, as also in the verse of Mahabharata 
cited above, Samkarsana is mentioned prior to Vasudeva, 
and only later on Vasudeva gains prime importance, even 


though he is the younger one of the two. 
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The literary evidences also corroborate the prevalence 


of the Vasudeva worship, before the beginning of the 
Christian era. Curtius informs us that the soldiers of 
king Puru (Porus) carried the image of Heracles ana 
installed it in front of river Vitasta. This Heracles 
refers to the image of Vasudeva-Krgna according to some 
scholars’. The people around Vitasta were wershippers of 
Vasudeva as indicated by Ptolemy®. Megesthenes, in his 
Indica refers to a class of people who specially worship- 
ped god Heracles. Their cities known as Mothora and 
Klisobora, were watered by the river Jobanes. This 
clearly indicates the cities of Mathura and Krisnapura, 


which may be present Gokula, and the river is the Jumne. 


Panini refers to the Bhakti? cult and also to Vasudeva 


worship in his agtadhyayi*. In the Buddhist literature also 


ee ee ee ces ee cee ce ee ee ee a ee Oe Se Ne ee Lae ce en ee See Se SS eS Se Se eS CS SS 


‘il. Bhandarkar R.G., Vaignavism, Saivism and Minor Reli- 


gious Sects, Strassburg, 1913. P- 26. 


also see Banerjee, op. cit. p. 53-54. 


2. MeCrindle, Ptolemy, (ed. Majmudar and Sastri). p. lel. 


3. Astadhdyi, IV, 3, 95. 
4. Banerjee, op. cit. pp. 53-54. 
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importance is indicated by the fact that a whole section 
of the Mahabharata, describing the fight with this weapon, 
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is designated after it. The abhaya - and the varada-mudras 


would naturally find their place in the iconography of 4 
beneficent god, like Visnu. The emblems attributed to 

Samkarsana, Pradyumna, and Aniruddha are also instruments 
or weapons of common use, e.g., the pestle, the bow, the 


sword, the ploughshare, etc. 


In the later texts a very high symbolic significance 
is attached to these emblems and varied interpretations 


were given by the authors~. 


Besides the emblems some of the local cults also go 
to add to the iconography of Visnu. for instance, the 
Naga cult which was prevailing in the beginning of the 
Christian era, has left an undeniable influence on the 
iconography of Sesa Narayana or Balarama. So also the 
Suparna cult has contributed to the iconography of Visnu 
by acquiring the position of his mount in the form of 
Garuda*. Garuda is referred to as the vehicle and emblem 
on the flagstaff of Vismu>. He is assigned so high a 
position that all the gods in the Mahabharata address 2 
prayer to him’, | 
l. Visnudharmottaram, IIT, 95. 

2. Agrawal V.S., Indian Art, p. 330-331. 


3. Mahabharata, I, 2, 365. 
4. Tete. 1, oes 
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As he is considered to be all pervading supreme 
deity, he is conceived to have been endowed with four 
hands, the additional pair of hands elevating him to a 


super-human level. 


The Visnudharmottaram gives a detailed description 
of the images of the four viras?. Vasudeva has one face 
and four hands, his complexion is like that of a cloud 
laden with water, and is adorned with ornaments. The 
earth goddess is to be carved between his feet. The 
Wanamala and the Yedhopavita are to be carved on the 
figure. One of his right hands holds the full blown 
lotus and a left one holds the conch. To his right is 
standing the mace, personified as a woman, under the 
right hand of Vasudeva. She holds a cauri in her hand. 
To the left of the god should be carved the disc, in a 
personified form with a big belly, under the left hand 


of Vasudeva. Samkargana should be carved exactly like 


rey frafrer ste qarwerr | 
SATSGAT HUTT STVOTY Brat AeaTST EMT || 


araarfornd sa starent gq areq 1 
sferot q wet Say aqrear qatar | 
CATTATHOTT FAT TIT ALOT TSTOTT 1 


Visnudharmottaram, III, 65, 2-15. 
e ® 
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of only two hanas*, _The Brhatsamhita also refers to 
the two-handed variety together with the multiple- 
handed ones. If the god is two-handed the right hand 
should be in abhaya-mudra and the left one should be 
3 


holding the conch’. The Visnudharmottaram™ also des- 


eribes the type similar to that of the Adiparvan. The 


Matsya purana* and the Samarahganastitradhara” also 


suggests that the image of Vignu could be two-handed. 


The Visnu worship having sustained throughout the 
dttcertde tenmairabl« images have come to light. It is 
not possible, nor desirable to discuss all of them and 
therefore, only some images representing different types 


are taken into consideration. 


The early four-handed images of Visnu date back as 
early as the Kushana period. Some of them are preserved 


in the Mathura Museum. All these images, about half a 


dozen® in number are very similar on iconographic as well 


aga: TUT: Wars aASTOT: 1 


Mahabharata I, 58, 49. 


fayaeag oT Pat sferorecatsatss teat: 

Brhatsamhita, (Bangalore, 1947). 
LVIII, 35. 

3. Visnudharmottaram, III, 60, 2. 

4. “Matsya Purana, Anandasram Sanskrit Series, Poona, 1907. 
258, 6. 

5. Samaranganasutradhara, Gaekwad Oriental Series, Baroda, 
1925. TT, 40. 

6. Mathura Museum, Nos. 781; 891; 919; 933; 956; 1729; 2487. 


as stylistic grounds. The two upper hand’ arising from 
the main arms, helow!the ‘shdubaens! are nikmis wate the 
head of the figure and are generally attached to the 
panel providing the support to the image. The modelling 
of the figure is roundish, with a short bust and a few 
ornaments. The tiara and the drapery (consisting of a 
dhoti and the waist girdle) reminds one of the early 
Yaksa images. Sometimes the tiara is replaced by a high 
crown but simple in its execution. The latter is present 
in the Gupta period - a little more decorated. The @ise 
held by the god is big and prominent and its spokes give 
an impression of lotus petals. The mace is very simple 
and looks like a round top-heavy rod. The two upper 
hands hold the mace and the dise to the right and to the 
left respectively, lifting them up above the shoulders. 
The front or the lower raised right hand is in the 
abhaye-mudra, and the lower left hand holding the conch, 
which looks very much like the amrtaghata’, is akimbo. 


The vanamala is generally present. 


These are the common iconographic features of the 


early images of Visnu. It may here be noted in brief 
1. Agrawal V.S., Brahma, Visnu and Siva in the Mathure 
Art,JUPHS, Vol. XXII, p. 105. 
Also refer to 
Diskalkar D.B., Sculptures in the Mathura Museum, 
JUPHS, Vol. V, Wan. 1932) pl. 3. 
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i by king Pravareasena”~. The same text also mentions 


that king Candrapida and Lalitaditya built many 


¥ 
+ 


_ temples of Vignu*. 
II 


The later texts on iconography, have acknowledged 
twentyfour varieties of standing Vignu images giving 
. each of them a particular iconographical pattern. In 
fact the concept of the twentyfour forms of Visnu seems 
to have been conceived right from the time of the 
Mahabharata. While discussing cosmological problems, 
it is said that according to the Sankhya system, the 
universe is made up of twentyfour elements. Beyond 
these elements stands the Supreme Being, Visnu. He 
creates the universe with the help of these Sevks which 
are known “a his vyakta rupas, which can be visualised 
through images, while He the-twentytifth, who is torm- 
less can never be represented in any way>, The twenty- 


1. Rajatarangini, III, 350. 
2. ‘Ibid., IV, 78; Iv, 194. 
3 


agfarhmt cararergd: weaiiae: 1 
Mahabharata, XI1, 291, 37-38. 
also see ibid., XII, 294, 38-43. 
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four varieties of standing Visnu images thus symbolise 
his different visible forms. 

The only distinguishing point or difference between 
these images being merely the order of emblems held by 
the four hands, each variety deserves a separate descrip- 
tion. The names of all the twentyfour forms of Visnu are 
mentioned in the list of the thousand names of Visnu enu- 
merated in the Mahabharata, put their emblems etc. are 
not described. The order of the emblems of these forms 
given in the different texts doee ast tally with one 
another and hence, the sweree of the right order becomes 


difficult to determine. The earliest description of the 


twentyfour forms appears in the Agni purana’. The 


Ripamandana and the Apardjitaprechw lists are the same 


as that of the Agni purana, and hence that list could be 
considered more reliable than the lists of other texts. 
Some of the texts, specially the Pancaratra Samhitas, 
enumerate only twelve oF) GLSeREE varieties of Visnu images 
instead of the twentyfour, because they attribute either 
three or four emanations to each of the principal four 
vyuhas viz., Vasudeva, Samkarsana, Pradyumna and Aniruddha. 
While discussing the images of the mediaeval period, we 
may conveniently follow this type of classification. The 


-----—------- --------- wenn 

1. Mahabharata, XIIT, 149. 

2. Agni Purana, Anandasram Sanskrit Series, Poona, 
1957 . 48 ’ 1-12 . 
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im Indie as attested by plenty of evidence. Apart from te. , 
a stylistic pecularities, the images datable aie ye oc 


| given in Appendix T 1 


te 


the ait of Vignu was prevalat si all over northern ‘ 


to the 10th century, display hardly iconographic varie- 
ties. The most common type is, however, the Trivikrama 
form. St ee 
_ Infhumerable images of Trivikrama have come to light ~*~ 
from Northern India. An image of Tri is preserved 
in the collection of the Baroda BR {(M; Mo, A.C.2.38), 
databie to the 7th century. A similar image is in sity — 
in a temple at Gop in Gujarat. (Arch. Survey ‘of Taate, 


Westerm Cirele, Neg."No. 258/1953-54). it pewex on dhe 
- wall of the Harshat MAt® temple at Abaneri, répresents 


the nian image of Vignu. The.head a the figure 

is lost, but has preserved the emblems quit well. It : ad 
is peculiar that all the four emblems are represented a ; : 2 a 
their personified forms, two on each side. (D.G.A. No. ; 
627/62) . Similar images*of Trivikrama — mere come to 
light from Bhilsa!, en 


1. Annual Administrative Report, er Department, 
' Gwalior State, for the year 1936-37, Fl. Y, ato. " 
2. Ibid., for the year 1934-355 ‘Pl. VII, a & 4. : 
3. Dave K. Bes ja anan, Ahmedabad, 1963. Phe 2 a 
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pair of hands. It must be noted in such cases that even 
though these hands look like the lowermost, they are not 
considered to be so because, the main pair of hands is 
always considered to be the lower in the four-handed 
images of Vignu. (The words daksinadhah and mukhye 


daksina are synonyms.) 


The images of the mediaeval period tend to be more 
ornamental than those of the Gupta period. The repre- 
sentation of the emblems is very stylised and a definite 
attempt can be seen to make them very decorative and 
beautiful. The presence of the ayudha purfisas becomes 
very frequent. The ayudha-purusas sare represented in @ 
pot-bellied dwarfish form holding the emblems in their 


hands, standing in a dvibhanga posture. 


According to the description given in the different 
texts cited in the table, the four armed images are sup- 
posed to hold the four usual atetsan of Visnu viz. the 
conch, the lotus, the mace and the disc, but, as is clear 
from the images studied above, the sculptors very often 
take the liberty to represent the lower right hand of the 
god in the varada or the abha a-mudra, very much appro- 
priate to the benign god Visnu. 

1. Pramod Chandra, Master Bronzes of India, Chicago, 
1965. Pl. 13. This image of Gakra 
purusa from Kashmir is a fine example 


of the @yudha puruse of the Gupta 
period. 
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The images of Visnu discussed above are some of the 
very common types of the standing four-—handed varieties. 
It will be interesting to examine some peculiar and 
uncommon types either found or deseribed in the texts. 
According to the description given in the Harivamsa, 
Vignu is supposed to be holding the bow, the disc, the 
mace with the bell (ghant®), and the sword’. The Brhat 
o_— “ere 
brahma Samhita also prescribed the sword, the plough, 
4 = 
the conch and the aise. The same text describes Sridhara 
as holding the shield (carma), the bow, the sword, and 
the lotus’. The S8ttvata Samhita prescribes the Kamandalu 
ota aReee rr 
in the hands of NErSyana*, whereas ini holds the plough 


‘i fawoy dovaigt aye fegl ag: | 
Wirsd FTETE: UTPOTAT APATSHT 11 
TST Geet aoe ASTI UTPOTAT 
Wye arszat FrssgsTatad ares 11 


Harivamsa, III, 32, 36-37. 


frst a sferet astt what wate | 
94 eal oat Faget srraTeay 1 
Brhat brahma Samhita, (Anandasram 
ee ee Oe 
Sanskrit series). 13, 65. 
36. Deigs,. ZIT, 6S. 


4. Sattvata Samhita, (ed. P.R.A. Chariar) Kandu, 1902. 
pe 3 42-43, 
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‘There is an image of Visnu of the Pala period in 
the collection of the National Museum, showing very 
clearly the impact of Buddhism. The richly ornamented 
figure of the four-handed:Visnu in his Trivikrama form, 
bears an image of Avalokitegvara on the pédesteal. It 
clearly indicates that the sculptor has tried to assimi- 
late the Buddhist goé into the Vaignava pantheon, though 
subordinated to Visnu himself. (Fig. 11) 


» 


Lastly, one iconographic peculiarity in the image 
of the four-handed Visnu sey be ‘mentioned. An image in 
the Iucknow Ma peta, Holding the emblems of the Trivikrama 
. order, is flanked ‘onthe, right side" by Laksmi and on the 
left side vy a small haloed figure holding a snake in 
his hand, (Fig. svt This figure may be identified as a 
personified representation of the serpent Sesa who is 
always connected with Visnu at the time of creation, as 
also is Lakemi, or it ean also be Garuda in his personi- 
fied form. A similar figure of the personified Sesa or 
Garuda is also found in an image of Visnu, referred to 
above, now preserved in the Watson Museum, Rajkot. 


(unpublished). 
* 


TheSsix-handed variety of Vignu images is also des- 
eribed in the texts on iconography and religion. The 
Sattvata Samhita prescribes the sword (nistrimga), the 


lotus and the mace in the right hands and the bow, the 


net 


arrow and the conch in his left hands? 


The image ot Vignu with eight hands holding the 
d@itferent emblems has been described by various texts. 


<2 


The Brhatsamhita describes this kind of image es follows:~- 
ea 


"The image of Visnu, can either be eight, four or 
two-handed. His chest bears the Srivatsa mark and it 
should be adorned with the kaustubha gem. He should be 
made as @ark as the gesme Prewer. He is elotléa in a 
yellow garment and has a benign expression on his face. 
He wears a diadem, earrings ana has roundish neck, breast, 


shoulders and arms. Of the eight arms the right four carry 


th —osrgyat ferry fares wt TSTF 1 
aa are od arigeatd fahr: 1 
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Sattvata Samhita, XII, 222. 
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the dagger, the mace, the arrow and one hand is in the 
abhaya mudra; and the left four carry the bow, the disc 


» 
-and the conch. 


The Matsyapurana also gives an almost similar des- 
eription of the eight-handed variety. The right hands 
should hold the dagger, the mace, the arrow and the 
YVebiee: and the left hands hold the bow, the shield, 


the conch and the disc. 


The order of emblems according to the Devatamurti- 
akarana is slightly different. It prescribes the dagger, 
the mace, the arrow and the lotus for the right hands and 
‘the conch, the bow, the dise and the shidd for the left 


hende* 


The SéttvataSamhita attributes some different 
emblems to Visnu. He is supposed to hold in the right 
hands the mace, the pestle, the dise, the sword, and in 
his left hands the conch, the trident, the noose and the 
bow together with the arrow?. 

art ST Ml UGd feed sfererat ets 
© ages ee Fa teed aT: 
¥ Matsya Purana, 256, if 


J. Devatamurtiprakarana, (ed. Sankhyatirtha V.M.), 
Calcutta, 1936. V, 69. 
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Sattvata Samhita, XII, 223. 
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left hands have the conch, the noose, the third one is 
in the abhaya-mudra, the rest holds the lance, the 


pestle and the pow. 


The fourteen-handed variety should hold, according 
to the same text, the conch, the mace, the trident, the 
noose, the pestle, the hammer and the plough in his left 
hands, and the staff, the lotus, the thunderbold, the disc, 
the dagger, the axe and the lance in his right hanas*. 
This multihanded variety of the Visnu image has not come 


+o light so far upto the mediaeval period. 


The early iconography of Visnu is very simple 
representing him only in one iconographical form which 
must have been the only established form,of the Visnu 
image till the Gupta period. Later on in the mediaeval 
period it becomes more complicated because an attempt 


was made to represent the various aspects of Visnu, merely 


Sattvata Samhita, XII, 225. 
agente art g ys Tah | 
fa qatgat art BAS FETE SAY II 
Susreagrary ase SeTaPITTAaTY || 


Tied. , LIlT,. 227. 
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through the order of emblems. Not satisfied even 

with this the sculptors and the devotees try to 
represent his superhuman qualities through the muiti- 
ple hands -and emblems, as reflected in several texts 
on Leone and religion. When this form with multi- 
ple hands and emblems was blended with the Caturmurti, 


it gave rise to the image of Mahévisnu. 


SEATED IMAGES 


The images of Visnu, seated on his vahana Garuda 
were also worshipped by the people, though not as 
commonly as the standing ones. Vigsnu on his Vahana 


Garuda has already been referred to in the ManSbharata. 


The Harivamsa describes image of Visnu seated on his 
mount Garuda. Three of his four hands should hold the 
conch, the disc, and the mace but nothing is said about 


the emblem to be held by the fourth nand.* 


Des . e e 
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Matiabharata, I, 29, 16. 
2s 
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Harivamde, It; S38, 11. 
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Though Visnu is conceived as seated on his mount 
the early images show him to be seated on pedestal, 
exactly in the manner of the early Kubera figures. One 
of the seatwed images of Visnu, datable +o the Kushana 
period is in the collection of the Mathura Museum. The 
image seems to have been four-handed put the upper right 
hend is lost. The lower right hand is raised to the 
shoulder, in the abhaya-mudre, the palm being joined 
+o the back slab. The upper left hand holds the dise 
while the emblem of the lower left hand is lost. On 
either side of Visnu are two squatting figures, with 
one of their hands resting on the ground, identified by 
Diskalkar as the consorts of Visnu. It is apparent from 
the dise around the head ‘of one of them that the figures 
represent the ayudha-purugas, hence the figuregon the 
left is the @akrdpuruge and,on the right is the Gada pevi'. 


A similer figure in red sandstone is preserved in the 


same am éaes (fig. °13) 


A haloed image of Visnu seated in the lalitasane 
is from Mathura pelonging to the same period, The lower 
right hand which is raised to the shoulder is in the 
abhaya-mudra. The upper right hand is resting on the mace, 
the other end of which is supported on the ground. The 


1. Diskelkar D.B., op. Cit; Su 2h Bs Te 
: Thid., Pp. 24-25. (M. No. 512) 
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is also associated with Balerdina, “the widened. of 


Vasudeva. In fact Balarama is: considered ‘to be an 

i iene of Sesal z So ay. seems that when the cult 

of Vignu was evolving, the ‘Naga worship had a definite 

role to play in its evolutio, In short as Gonda has 

surmised, "Visnu sleeps on Sesa and Visnu is Sesa, Sese 
2 ; 


is the form of Supreme Being" Visnu reclining on Sesa 


represents him in his eternal existence. 


“Wvigha and Sesa ae generally paperlenee together 
in the image of Sedegayi, though the standing and the 
sitting images of Visnu witn Sesa are not unknown. The 
standing images of Visnu under the, at “poems are not 
described in the texts on igdeaianiy put such images 
have come to light, though very few in ‘number. A 
square stone in the Allahabad Museum, datable to the 5th 
century A.D., represents the four-handed Visnu with 
Bilkent hood * The aiiage is much mutilated but it seems 
to be holding the usual emblems of Visnu. There are 
clear traces of the snake-hood behind the Sages This 
is the first image of Visnu of this kind known to us so 


far. (Allahabad Museum No. 259). 


Phere are a few such images known from eastern part 


1. WMatiabharata, I, 67, 91,» 
2. Gonda, Aspects of Barly Visnuism, p. 152. 


| 52 


Spe 


ee ee Tas 


wi ates eater Sas Se Cpe Dems 


a4 
ie 
to have been favourite in’north India because only 2 
, couple of images of this kind have come to light from 
there. On the top of the doorway of the main sanctum 
of the Dasavatara temple at. Deogarh, can be seen Vigsnu 
seated on the coils of the serpent canopied by his seven 
noods. fis lower right hand is placed on his knee and 
the upper one holds the disc. The upper left hand is in 
the abhaya-mudr& while the other nolde the*cgnth, tis 
left leg hanging down, is being shampooed. by Lakgmi who 
is sitting on the ground, To. the ‘right of the main figure 
ais a dwarf prdwabay the Vamana ayetara of: Visnu and to 
his left is Nesimhe Avatara. Both of them are shown 


paying their respect to Vienu, the Lora of Creation, with 


the efijanasmer’. 


An exactly. ‘similar, image of Visnu is in the U@eya- 
giri cave at smovencsvaiia, reproduced by Daniélou Aisin 
Both of thesé images date as early as the 5th century 
Aad. suggesting thereby the prevalence of this icono- 
grephic form of Visnu in-that period, which later on 
seems to have been given up completely. We may infer 
from its early representations of Badami and Aihole and 
its persistence in the south, that this form may have been 
introduced to: north India from the south, particularly 


Deccan. 


1. Vats M.S., The. Gupta Temple at Deogurh, MASI. 
No. 7Q. Pl. IX, a. 


. /Alein/ Dani¢lou, Hindu Polytheism. London, 1964. Pl. XI. 
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mudra. The Bhoga-sayana-murti has four hands two of 
them same as in the Yoga-sayana, but nothing is said 
about the other two hands. Goddess Laksmi should be 
seated near his head holding 4 lotus in her right hand. 
Bhimidevi should be shampooing his left foot. To the 
right of the main image should be Markandeya end to his 
left Bhrgu. On the south wall of the shrine should be 
Brahm& and on the north Siva. Near his feet should be 
demons Madhu and Kaitabhe. BrahméS should be seated on 
the lotus issuing from Visnu's navel, to his right should 
pe five Aayudha-purugas and Garuda, Surya. To the left of 
Brahma should be ASvins and Tamburu and Narada repre- 


sented as young children. 


oD 


- 4 " 9 
In the Vire-Sayan mrt, Vignu holds the conch and 


the dise in his two hands, the other two being same as 
in the other images. By the side of his feet should be 
Laksmi and Bhiimidevi. The demons Madhu and Kaitabha 
should be holding the feet of Vignu in their hands. 
Brahma is seated on the lotus. The other accessory 


figures are to be carved as in the other images. 


The AbhicSrakamarti represents the figure of Visnu 


reclining flatly on the coils of the sexpent*. 


eee ee ee we SS SS eae ee ee ee ee ee eee eee 


1. Vaikhanasagama, Patala 60. 
Vaikhanasagama, favale 
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The theme of Segasayi was quite familiar to the 
people and the artists of the Gupta period. A very 
fine example of Segagdyi Vismu has been preserved on 
the Gupta temple at Deogarh and is reproduced by several 
authors, Visnu is shown elegantly reclining on the 
serpent bed with his right leg slightly bent and his 
upper left hend supporting his head canopied by seven 
serpent-hoods. His lower left hand is resting on the 
bed, the upper right is touching the canopy and the 
lower right is supported on his right knee. His right 
leg is stretched on the legs of Bhiimidevi. Behind her 
is standing a caurj-bearer and to her left appears 
Garuda, having beaky nose. He is seizing a serpent, 
wound round his neck. Rao, Banerje@, ‘and Vats have 
wrongly identified him as the Syudhepurvsa, as also the 
cauri- bearer standing by his side. Brahmé is seated on 
a lotus in the centre which is issuing from the waters 
and not from the navel of Visnu. He holds a kemandalu 
in his hand. To his left stand Indra and Kartikeys 
seated on their mounts, the elephant and the peacock 
respectively. ‘To the left of Brahma appear Siva ane 

Parvati seatéd on the bull and to the extreme left is 


1. BanerJea, Development of Hindu Iconography, 407. 
Pl. XXII, & 


Vats, op. cit. P. 14-15. Pl. xX; b. 


Rao,T,.A.¢,, Elements of Hindu Iconography, Vol. I, 
Pert 1. Dp. 10. Pl. XXXII. 


probably a kinnera. On the lower part of the panel are 
shown the GadSfevi, the gakrdpuruga, the Sankhdpuruge 
and Khadgelpurusa. The demons Madhu and Kaitabha are 
holding swords in their hands and their left arms are 


akimbo. 


Another contemporary image has been represented in 
the cave No. 14 of the Udayagiri caves. The image is 
much simpler in composition to the one described above. 
Visnu is flatly lying on the bed of serpent coils. One 
of his right hands supports his head sia the other three 
are broken. The vanamala can be seen flowing down the 
knees. On the top of ... panel are Garuga, the ayudha- 
purusas and the a@emons?. 


The 6th century image of Visnu Segasayi is still 
siirviving on the top of the gateway of the main shrine 
of the RAjivalocana temple at Rajim. It shows rather 
_erude workmanship; end hence its interest lies only in 
the fact that it is one of the early representations of 
$esasayi Vignu. One of his left hands supports his head 
“hile the other holds the conch. One of the right hands 
holds the dise and the other is held straight and looks 


vas if it is pointing at the demon with the first finger. 


1. Annual Administrative Report of the Arch. Dept., 
Gwalior State, for the year 1932-33. Pl. VI, a. 


2 Mn iti ict ne ee et ere camer 


issuing from the navel of Visnu suggests the presence 


of Brahh. 


A very intricately carved figure of Sesasayi, 
found from Badoli, is reproduced by R.C. Agrawal. The 
whole panel is divided into four subsidiary rows. Some 
ot the figures are mutilated and their identification is 
difficult. The top row represents the grahas, the matrkas 
and the rsis. The second row represents in all probabi- 
lity the life episodes of different incarnations of Visnu 
and the third row shows the Byudhdpurtisas and the demons. 
The main figure is reclining on the coils of Sesa and 
his head is canopied “fra huge snake-hood. The upper 
left hand of the god holds the dise and the upper right 
supports the head. The Wace is lying by the side of this 
arm. Both of the lower -hands are mutilated. Only the 
top of the goddess has survived. There are no signs 


indicating the lotus on the navel of Visnu’. 


f 


The Kotah Museum has a nice panel depicting the Sesa- 
gayi Visnu. The god is reclining on the serpent bed 
having the mace, the disc, the conch in his three hands 
and held probably the lotus in his mutilated right hand. 
The three-faced Brahma is seated on the lotus. The 


ae is 
1. Shah U.P., Sculptures from Samlaji_and Roda, Pl. 9. 
2. Agrawal R.C., Kishan Vilas. Marg. No, X1l. Fig. 5. 
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by a serpent hood, which is never seen in any other 
image. .The image is datable to the llth century A.D. 
(State Arch, Gallery of Bengal No. 5173)» 


A unique representation of Sesabéyi comes from 
Orissa. The sculptor has carved the image of Visnu on 
circular dise with the spokes around, representing the 
cakra. On the surface of the dise are carved the wavy 
lines to indicate the ocean or the primaeval waters. 
Amidst that is the serpent bed with the four-handed Visnu. 
on it. There is a small figure of a geneenl near the 
feet of the god. Brahma is seated on the lotus rising 
from the navel of Visnu, rising above the waters. It 
represents Visnu on Ananta, amidst the primaeval waters 


on the wheel of creation. (fig. 17) 


These in short are the few representations .of Sesa- 
sayi Vishu. As already stated above, they do not show any 
evolution from the iconographical point of view. At the 
most, what we find is the little elaboration in the repre- 
sentation of the accessory figures. This form was known 
from an early period and had .even migrated to Nepal, as 
evident trom its image found from that part. It also 
continued to exist in the later period but never acquired 


such great a position deserving shrine dedication to him. 


“ assooietes With Viggu Prom an eawly period, their images in the» ' 
“¢ - Sdigane-mudr or even" otherwise are neither referred to in any 


‘ TAK gu ey 


‘It is rather surprising ‘nat, inspite of taggat being 


of the early texts on sedpirnty jen is any image found prior 


to the close of the cupta period. ity the images of Vignu flan 
ked by. — consort are not’ commen, $7 Wat period as alreaéy init - 


cated rel the chapter on Vigsnu images. 


lakemi, ‘as a goddess of prosperity, wes acknowledged from 


very early period, as evidenced by the images of Ga ja-Lakgmd found 


‘ "i . oa 
from Barhut’ and other places. Independefit images of laksmi have 


* 
been described in detail by the texts on iconography like Vignu~ 


dha. rmottaram@ ete. F ig the Jeyttnya Samhita- she appears ss a con- 
sort of Visnu forming a pair"nét only with Visnu but also with 


Vaikuntha. The Seulptored evidence, however, show that she is 


first associated with the Sesa-Narayana Worm of Vignu, and only 


in the later period her association with Visnu, was emphasized. 


+ 
standing images of Lakemi -Nerayena are very few st negli 


gible," Even the Vaisnava Puranas like the Bhagev: vata Purbpa” or 


2. 
3. 


A= 


Viepu Pt a do not describe hare eae ca dmege in deteil. 


2 i ' 
F Resets J.N., Development of sabes Iconography , p.at+- 75: 


Vignudharmottaram, III, 82. y Se 


Ja, té, 33). 55-56. 
For ent see Desai Kalpana, Some® laksmi -Narayana Images 


from westemn India, JOI, Vol. XIV, Mameh, 1965. pp.392 ff. 


De. Bhagavata Purana, Nimeya Sagar Press, Bombay i916... 


a 


. $ ‘ 


The Parananda sitra! also gives a simple descrip- 


tion of the Laksmi-Narayana image. “Lord Hari is to be 
meditated upon as having the huiian body with dark complex- 
jonana wearing yellow,garments. He has four hands and is 
accompanied by, Laksmi. In his right hands he holds the dise 
and the mace, and in his left ones, the lotus and the conch. 
There should be his Garuda vahana and ‘the god should be 


adorned with various ornaments." 


The Vidvakeretdideoe quoted by Hemadri, gives an 
elaborate description of ‘Laksmi -Narayana Zediapantes by 
Siddhi and the othér accessory figures. *Laksmi and Nara- 
yana are to be carved together in their divine forms. On 
the right is Visnu and on the left laksmi with one of her 
arms round his dine oak’ the other holding the lotus. She 
is beautifully modelled and her young body is decked with 
ornaments. Siddhi is rin be represented by her side below 
the god. The conch and the dise are to be represented in 


their personified forms as dwarfs with folded hands and are 


1. Parananda Stra, Gaekwad Oriental Series, LIV, 
1931. Sutra 19, 37. 
2. Hemadri, Caturvarga Cintamani, Vratakhande, Pl. I, 
: Calcutta, 1878. j 
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equipped with the yogapatta".+ 


A sculpture from Abaneri in the Amber Museum depicts 
Visnu in the tribharga pose, having four hands, two of which 
are mutilated. In the two upper hands are held the mace 
and the disc. ‘His lower right hand is stipported on the 
right shoulder of laksmi. The emblem in the hand of laksmi 
is not very clear. Two figures with folded hands are seen 


flanking the main image“. 


M.R. Majmudar has published a marble image from 
Vijapur, little later in date than the one described above, 
and now being worshipped in a temple°. The conch and the 
dise are pjaced in the right hands of Visnu, while the attri- 
putes in the other two hands are not clear. Iaksmi, stan- 
ding to the left of Visnu embraces him with her right hand, 
while her other hand holds the lotus. Both of them are 


2 aeirarraerterat ageat Proaetort l 

efsrorear fastifaasiyiteg aaa: 
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WaT sq faTT RTT eT 1 
Caturvarga Cintamani, Vrata Khanda, Part I. p. 113-4. 
2. Desai Kalpana, op. cit. fig. 3. 
3. Majmudar M. Re; P- 465° P14. Ty 
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adorned with a vanamala, 


A standing image of Takemi -Naérayana from Manikpur 
near Allahabad, is in the Allahabad Museum. They have 
& benign expression on their faces gently looking at each 
Other, Narayana holds the mace and the lotys in his right 


holds the dise and the lower left holds the conch, The 

. : 
Cokrapurusua is seen by the Side of the Sod, and a canrri_ 
bearer by the side of the &0ddess, Stylistically more akin 
to the Khajuraho Sculptures, the image is datable to the 


Two standing images of Lakemi -Narayana of superior 
artistic merit are in the Parévanatha ang the laksmana 
temple at Khajuraho. the image on the Wall of the Parg_ 
vanatha temple shows Visnu in dvibhang4 Pose with the dise 


is place gq on the mace supported on the ground, He is 
looking lovingly at Laksmi whom he embraces with his lower 
left arm. Laksni, returning his look coyly, embraces: him 
with one hana and in the other hang holds the lotus. Both 
of them are richly ornamented. 


the south wall of the Laksmana temple* at Khajuraho. Here, 


xe Auboyer Jeannine, Khajuraho, Plate CLXXI, 
Bs Ibid., Plate XCIII. . 


we : : + bdieal bt ie. i" 
lakent and NeFyage ane.notfabractng As eae as in many 
other images, but they are standing by each others side with 
&@ calm and graceful expression of ihnetia faces. 
re ee ey ie 
The seated images of  Takga -fntjaga as more popular than 


the standing ones. ‘The Skanda. Puréna desorivies Lakpail, ‘Seated %o. 
the left of Narfyane who holds the dise and the eonch in his hanes, 


with the other ia arm he embraces aaa 


F 
According to the “wh amandana, NGrliyate holding his usual 


age nae 4 


onblems end Lakeni holding a lotus, should be riding on Garage.” 


One of, the earliest images known so far hed come to light 
from Pindara datable to the 8th century A. Dey and is preserved in 
collections of the Jamnagar Museum. The image is much mutilated 
preserving only the tigure of Visnu seated oa Garuda. with lakemd 
on his left thigh. Nothing can be said aabout the emblems. 3 


Skenda Purana, (Venkatesvara Press, Bombay, 1909) 
Vaisnava Khanda, Purusgttama Mahdtmya, 5, 8-9, 
2. Rupamandana, (Devatantirti Prakarana and Sepenep/ane). 


Calcutta, 1936. IV, 34-36, 
3. Subrahmanyam Be Pindara and Its Antiquities, JOI. a XIV. 


A small temple of JaySaitya at Nagara, near Cambay ‘has a 
blue schist image belonging to bas early 10th century. The 
four-handed: Nertyana is seated on @ partly mutilated throne, with: 3 
his consort LekenT on his left thigh. He holds in his right hands” 7 
the lotus and the mace, the upper left hand which rests on the 


shoulder of Lakgmi-holds the conch while the: Lower left passing y 
delicately round the waist of his consort hovas the dise. Taken 
embraces her lord with her right arm and in her left hand she 
holds the lotus. Her head ds adorned with a very peculiar type 
of coiffure. Her right leg is hanging down the throne while 

the left one is a little tucked up. On top of =e sculpture, 

on either side = seen Siva and Brahma. 

The Strya Semple and the Sachia Mata temple at Osien also 
bear the imege of Laksmi-Narfyana. Both these images are almost 
identical in their iconographical details having no Shien 
in partiouler.* 

Burgess, has reproduced an image of Lapel whe Syaye on 
‘Garuda from Kasara, datable to the llth century A.D. Naréyane 
holds in his upper hands the mace and the lotus and his lower 
left arm embraces his consort? Cousens also refers to an image 
found from Sejakpur.* 

Two beautiful images have veer natieas, from Vijapur in 
Gujarat. The one in black akties: flying the temple at Valam, 
has been publishedby Mr. M.R. Majmadar.? Se his right hands, 


Ls Desai Kalpana 8., op.cit. fig. [as 

2, Bhandarkar R.D., The Temples of Osian, ASIAR, 1908-09. p.106 
and 111. 

3. Burgess and Cousens, Architectural Antiquities of Northern 
Gujarat, London, 1903. p. 106, Pl. XCI. 

4. Cousens H., Somanath and Other Mediaeval Temples of 
Kathiawad, Calcutta, 1931. p. 56. 


5. Majmdar H.R., Studies in uo gp. a8, 5 a nee Images in 
Gujarat, JGRS. Pe hey 


Narayana holds the conch and the lotus, the emblems in the 
upper left hand is not very clear. The lower left arm 


embraces Laksmi. 


An image with Laksmi placing her hand on her lap was 
found by U.P. Shah in Navasari district. Visnu has his 
lower right hand in the varada-mudra, his upper right hane 


holds the mace, his upper left hand holds the dise above 
the head of Laksmi, probably due to the lack of space, the 
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lower left as in other cases passes round the waist of Laksmi . 


The Baroda Museum has a marble image of Laksmi-Narayana 


from Khali, near Siddhpur. Narayana holds the disc and the 
mace in his two upper hands. The lower right probably held 
the conch which is slightly mutilated and the lower left 


embraces Lakemi*. These scupltures from Gujarat are speci- 


mens of the twelfth century A.D. 


A Lakgmi-Narayana image of excellent workmanship in 
black stone is preserved in the Iucknow Museum. Laksmi and 


Narayana, richly ornamented are seated on a pedestal with 


their feet supported by the hands of Garuda seated in front. 


Laksmi seated on the left thigh of Narayana passes her right 


arm round his shoulder while her left hand is resting on her 


lap. Narayana holds the mace and the lotus in his two upper 


hands, his lower left arm embraces his consort and the lower 


right hand rests on his lap. On either side of the main image 


ee re ee ee eee ee ee ee ee ee ee ee es ee ee ee ee ee ee Se a 


1. Desai Kalpana S., op. cit., fig. ii. 


on the top are Brahm@ and Visnu in dhyana -mdr& flanked by 
Matsya and Kurme. The image belongs to the lith century = 
ALD. (flees 18) 


. * 
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A similar image from Gadhwa in U.P., is now in the 
National Museum. It is an interesting in bronze assignable 
to the 12th century. The main image is accompanied by a ~ 
number of attendant gods: . An image in the Khajuraho Yuseum, 
with similar iconographical features, is datable to the 12th 


century A.D. = 
R.C. Kak refers to an image carved on the Baoli of Dhan 

on the way from Thara -"Kadwal to Kuhn near Basohli. Narayana 

holds in his right hands the mace and the conch and in his 

left hands he carries the disc and the lotus. Iaksmi with 

the end of her searf over her head, sits on his left knee 


with folged henda’: At Babbur, six miles away from Mansar, in 


“eithe Kali temple, one of the niches of the north wall contains 


a slab on which are carved the figures of Visnu and Iekgxi-. 


Apart from the dylistic varieties there is hardly any 
iconographic peculiarity displayed in these images. 


1. Sivarammurti C., Indian Bronzes, Bombay, 1962. Pl. 19. 
2. Kak RsC., Seulptures from Basohli and Ramnagar, 

Indian Art and Letters, Vol. VII, 1933. 

No. 2, p. Be. 
3. Thig:, pe Gls F1, 29. 
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-\ hese are the types of Laksmi-Narayaya images commonly 
found in different parts of India. Apart from these, we 
have a very unique description of Laksmi -Narayana in the 
sélparatna. Narayana is described here as having eight 

ih bend holding, besides the usual four emblems, Ba (the 
book) , the lotus, ‘the mirror and the golden kalasa? ‘ 


Yrs ge of the expression ekiblitam vapuh would suggest 
that ‘the author of the Siigarstne has coneeived of a half 
_ Takgmi and half Narayana image after Siva ArdharSridvara, 
The same text uses the term ArdhSmbika- while describing the 
Ardhan&rigvarea form. Since the author has not specified 
that the first four ioe ke are of Narayana and the next 
four of Laksmi, it is likely that the author here has in 
mind an Ardha Iaksmi-Narayana form. 


a ht que (rererassat : 1 


Silparatna, Trivandrum Sanskrit Sivibees 
Trivandrum, 1929, 23, 23. 
also compare Ibid., 23, 75. 


2, Ibid., 25, 76. 


¢2 


No such image of Ardha Llaksmi-Narayana has come to 
light so far, from the mediaeval period im India. An image 
datable to the 17th century has been published by Dr. Pal. 
This image from Nepal has eight hands, holding the conch, 
the disc, the mace and the lotus in the right hands, while 
in the left holding the book, the lotus, the mirror and 
the kalasa. Iconographically it tallies exactly with the 
description of the Silparatna, except for the figures of 
Garuda and the tortoise to the right and the left of the 
main figure. Dr. Pal also refers to two similar but 
earlier images, hailing from Nepal. In that land, the 
form seems to have gained popularity in the mediaeval 
period, but it is very surprising that in India this 


variety has not been found. 


1. Pal Pratapaditya, Notes on Five Sculptures From Nepal, 
British Museum Quarterly, Vol. *xT%. 
No. 1-2. p. 32:2F1. iV. 

2. Ibid., p. 33. 
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composer of the hymns (!). Brhaddevatt relates an 
i anc 


interesting legend about the birth of Vaikuntha. 


It says that Vaikuntha is the son of Vikuntha, 
an inert daughter of Prajapati, who desired to have a son 
like Indes - She undertook severe penance to attain her 
desire. Ingra himself was thus born of her as Vaikuntha 


and ‘aestroyed the demons. 


In the Bradhamanas and the Upanisads, Vaikuntha is 
exclusivély an epithet of Indra. The Brhadaranyake 
Upanisad® identifies Indra -Vaikuntha with aparajite 
sena - the invincible army and further observes that 
the one who adheres to him is always triumphant and un- 


conquerable. Almost similar references are found in the 


1. Brhaddevata, (ed.) Macdonell A.A., Harward Oriental 
aa pa eo 
' Series. 1904. 
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VIIy 4-50. 
See also Yaska's Nirukta VII, 2. Sayana in his commentary 
to the Rig-veda X, 47 also relates the same story, 


Sah Aesth BAe aT aMtagaTE eh | 
aay Raga Popstar free piacaaes 
OTST 

Brhadaranyaka Upanisad, II, i, 6. 


2. 


ht a ge te ey an ety 


i ee 


from Visnu".? 


with the solar Iuminary is established,“ 


The identification of both Indra and Vignu 


when the concept 


of Vaikuntha was probably transferred to Visnu when his 


cult was rising to its height. 


In the Mahabharata it is said that Hari took the form 


of Vaikuntha,the terminator of the blunt. It also refers 


to Visnu as Vad kuntha in several other places.’ 


According to the Brhaddevata, Indra was born of 


Vikuntha while in the Visnu Purana, it ae said that Hari 
SNC IE 


himself was born of Vikuntha by his own will. > the 


Bhegevete vancgne of the story says: that Bhagavan was 


a re _——_ 


1. 


Ce 


Gonda, op. cit. p. 168. 


In the R&g-veda, IV, 26, Indra says that he was Surya; 
in tt: 30, he receives the epithet of Surya. 


Brahmana I, 6,18 identifies Indra with the sun. 


Indra and Vignu both are,A@ityas in the Mahabharata. 


Sst feaearayerr a caeeT safe eT 
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’ . Mahabharata, I, 214, 55-56. 
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also compare Kurma Purana, 
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The Visnudharmettare purana, another text belonging 
to the Gupta period, -describes the eight-handed variety 
of the Vaikuntha image. 


"Visnu, the god of gods, should be represented as 
seated on Garuda, wearing a celestial yellow garment, with 
Kaustubha brightening his bosom and with all sorts of orna- 
ments. His complexion should be like that of a cloud 
laden with water. He has four faces and eight arms. 

The eastern face is called Saumya (i.e. placid), southern 
Narasimha, western Kapila and northern Varaha. He wears 
a vanamala and carries in his right hands the arrow, the 
rosary, and the club, ete., and in his left hands the 


shield and towel, and the bows" 


Here only six emblems are mentioned, but emending 
muselasayah for musaladayah, siram for ciram, and dhanus- 


sr. al clin in ih cen adam ein annten em Sn maw So orem See en fom SET EE EE SET 


1. Visnudharmottara purana,; (ed.) Priyabala Shah, Baroda, 
1961. vol. I. Introduction p. XVI. 


tata gar Peso arvagreftery |! 
areqrrar rhrat eet TATTOTAT HUTA | 

aaa eger ara Vrafeearest TIT 

garta aratecaret atest faqoTresa | 
areal q acd ae archi g sfeTery I 

arfaa ofS ata GIT ATITEQTY | 

ea SPHTOTRENSY STOTTSTIAATSS! 

a art agers arty carreyy) Sarit: | 


Lbid, III, 44, 9-13. 
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‘meaning of the cone kapila is red or tawny. We first 

meet with’ the word in the Rig-veda X, 27, 16". The con- 
text and its meaning is not very clear. Sayaracarya infers 
that this kapila refers to the famous sage Kapile’, but 
this is defihitely a later interpolation and therefore, 

is not accepted by scholars. Geldner and others believe 
that there being a reference to teh fingers, Kapila is 
either Agni or Soma. In the Rig-veda.it is used asanother 
name of Brhaspati or Agni>. In the Mahabharata also, 
Kapila is identified with Agni’ and is also said to have 
his abode in Aditya, thus identifying him with the sun. 
This Kapila, originally signifying Agni or the sun, was 
later identified with the famous Rsi, the founder of the 


— +S 


i. soraras afed ward a feerPar sa% vata | 
me: aTat afer aereres Baad qeraedy fete 


Rig-veda, x, rat 16. 
2. Sayana: 


afad Vaart af whaayhsry | 
3. Geldner, Der Rig-veda. Vol. III, London, 1951. 
_ "Man wird zunachst mit Oldenberg an dié Finger und 
entsprechen bei Kapilam an Agni oder Soma denken. 
a Im Rig-veda, Mag er ein anderer Name fur 
Brhaspati oder Agni sein." 
ad. Rig-veda, X, 27, 16. 


t., * +s, . . P re 
af: & afat ara ater yada: 1 
Mahabharata, III, 211, 21. 
5) Ibid., III, 3, 181. 
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Sankhya system, who in course of time, came to be regar- 
ded as an incarnation of Vignu. Kapila is already counted 
as one of the forms of Vasudeva in the Mah&bharata-. The 


f 


Svetasvetara Upanisad which follows the Saénkhya system of 
philosophy, identifies Kapila, the founder of the Sankhya 
system, with Hirangagarbha, the Primaeval Ege. It may, 
therefore, ‘se whgconvel, as Weber does“, that the Paficard- 
trins or the Bhégavatas, who accepted the Sahkhya philosophy, 
identified him with Vasudeva. _ ‘ 


The whole Legend of the sage Kapila burhing the sixty 
thousand sons of king Sagara is elaborated in the Vana 
Parvan’. It is said that sixty thousand valiant and arro- 
gant sons of Sagara born of a boon, harassed the people, 

The gods appealed to Lord Vignu to come to their rescue. 

At that time king Sagara was performing the horse-sacrifice, 
and the horse being lost, Sagara asked his sons to search 
for it. Failing to find the horse on the earth, they started 
digging the earth and came across a sage, whom they accused 
of hiding the horse. The sage, out of anger, opened his 

eyes and the fire emanating from his eyes reduced to ashes 


all the sixty thousand sons of Sagara. 


The Rameyana also refers to Kapila as an avatara of 
1. Maliabharata, TII, 106, 2. (4 
2. Weber A., Indische*Studien, Berlin, 1850. Vol. I, 


pe 433. 
3. Mahabharata, III, 105 and 106. 
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One of the earliest known jiconographical representa~ 
tions of multifaced Visnu is freatrvet in the Mathura 
Maseum?. It is a three-headed haloed figure, the central 
face being a human face, the right one that of a boar and 
the left one that of a lion. Two of the four arms are 
' proken and the other two are placed on the conchshell and 
the disc gpampeosanghys represented in their personified 
forms. The -wanamala and the yajvopavite hang from his 
shoulders. The central figure wears a mukuta. The figure 
is assigned to the Gupta period, round about the 6th century 
A.D. The image differs from such other images as the lion, 
and the boar faces here are +o the right and left respec- 
tively of the main figure. Their position is reversed in 


other images. 


nat agt Tt ww sfeTMsey AU | 
ga Re aq. Vga ava SaTSagTay |! 
aa. YRSTATY ATUAE a STSTOP I 
aat SATqRTaTt aTITeea TATA | 
Rupamangana., III, 52-54. 
Also compare, A araijitaprecha, Sutra 219, 25-26. Here 


the fourth face is calle Srimukha. 
2. Vogel J. Ph., 
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Almost a, similar image of the same date and proven~ 
ance, is published by Dr. Ananda Coomaraswamy, which he 
describes as an important document equally of art and icono- 
graphy’. There is an image in the temple of Ba jauralin, Chamba , 
having? four faces, which ae¢ording to Dr. Goetz, although 
assigned to d. later’ cate, is a Pratihara copy of the ori- 
ginal ‘of the 7th century Aca? A very similar image is in 
the collection of Haridas swali at’ Bombay. 


In the famous Avantisvami temple of Kashmir, on the 
floor of ,the courtyard, not far from the central’ shrine, 
in the northewest corner, is an image of Vaikuntha>. The 
central head weats 2 three-peaked coronet, necklaces, 
bracelets, etc. The only garment worn is the dhoti as is 
the case with all the Vaikuntha figures. A small sword or 
dagger is stuck in the belt near the Si ont hip a feature 
peculiar to the Vaikuntha images from Kashmir. Between 
his feet, from the base, rises the goddess Prthvi, who is 
associated with Varaha or even otherwise with Visnu, as 


his consort. The image has four arms; the upper right and 


ly Coomaraswamy A.K., Bulletin of the Boston Museum of 
Fine Arts, Dec. 1919. No. 104. p. 60ff. 
2. Boetz Hermann, Early Wooden Temples of Chamba,/p. 66, 
. footnote 55. /Teiden, 1955, 


3. Daya Rama Sahni, Excavations at Avantipur, ASIAR, 1913-14. 
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left hands holding the full-blown lotus and the conch 
respectively. The lower hands rest on the heads of two 
cauri-bearers. Shri Sahani oticuesiy "As is customary 
with these figures, the demon in question has grinning 
teeth, protruding tusks and eyes, a short chin and terri- 


fic eyebrows. His hair is tied up in a big knot.” 


The fourth face of Vaikuntha is described by many 
scholars as 'demonical, however, in the light of the 
explantion of Kapila given’ above, is better to call it 
fierce aspect of Visnu rather than demonical, because 
there is har@ly any reason to connect Visnu, 2 benign 


god, with a demon, 


4 

Sri PratapsinghMuseum at Srinagar has two beautiful 
images of Vaikuntha. One fragment (Museum No. A.C. 21) 

represents the four-handed Vaikuntha with the fourth face 

carved in a low relief at the packt. Fragment No. A.C. 16 


in the same Museum“, is another such image. 
, 


Closely resembling the image of Avantipur, is the 
Saho> image, lying in the shrine opposite the temple of 


ae ewe we ee eee 


1. Kak R.C., Hendbook to the Archaeologicsl Section of 
Sri Pratapsing Museum, Srinagar, 31923. p. 48. 
2, 5000 Years Art From India. (Catalogue of the exhibition 
held at Germany, 1959). p. 151, pl. 188. 
3. Vogel J. Ph., op. cit., P- 248, Pl. XXXIX. 
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CGandrasgekh at Saho, It is an inscribed stone statue of 
the height of 1' 84". The god has three hallowed heads. 
Of the four hands, two rest on the heads of cauri-bearers, 
one of whom holds a fan instead of the camara. One of the 
right hands holds a lotus while the left one is broken. 
The goddess Prthvi is shown rising from the base, Behind 
the cauri-bearers stand two other attendants. Brahma anc 
Siva are represented at the top on either side of the main 
figure, while encircling the image are carved the ten 


incarnations of Visnu. 


There are two standing images of Vaikuntha in the 


Prince of Wales Museum. 


One of them is a beautiful stone image, which though 
partly mutilated, has preserved the graceful bust and the 
four faces and the minute details of the mrnaments. The 
image has a striking resemblance with an image in Sri 
Pratapsingh Museum (Museum No. A.C. 18). The front face 
is human, the right one that of Nrsimha and the left one 
that of Varaha (fig. 20). The back face is of fieree- 
looking Kapila, wearing the jata, indicative of his being 
a Rsi, with widely open eyes (fig. 21). The front three 
faces are adorned with a three-picked coronet. Behind the 


front three faces are the traces of lotus petals indicating 


possibly a halo. The image must have been four-handed, 


holding the usual emblems of Visnu, all of which are 


broken. 


The second figure though smaller than the above- 


88 
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mentioned image, rivals it in the finish of the modelling 
and the delicate treatment of @rnaments. In most of the 
iconographical details, it is very similar to the previous 
one. The four heads of Vaikuntha image preserved but all 
the four hands aré completely broken, the only garment worn 


is the dhoti as usual. 


The presence of a small dagger attached to the belt on 
the right side, indicates their Kashmir origin. Very he 
bably, the two images described above are from Avantipur, 
as they bear striking resemblance to the group of images 
from that region. On the stylistic grounds they could be 


assigned to the 9th century A.D. 


In the Harihara temple at Ballaur in Basbhli, there 
is an image of Vaikuntha, preserving three heads and the 
pust?. The fragment is very Similar in style to the 9th 
century Vaikuntha images of Kashmir. 


II 


Most of the stone images just described are the stan- 
ding images of Vaikuntha. There is a very peculiar image 
of Vaikuntha in the Prince of Wales Museum, published by 


1. Kak R.C., Antiquities of Basohli and Ramnagar . 
Indian Art and Letters, Vol. VII. No. 2. 
New Series. p. 75. 
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Barrett!, though the description of the image given by 
him suffers from several inaccuracies. The four-faced 
haloed image is seated on Garuda on a square pedestal 
with a full-blown lotus which appears like Sri cakra or 
Sri yantra. The &fiall water spout attached to the base 

is meant to drain the lavation (Abhiseka) water. He holds 
in his lower and upper right hands the lotus and the sword 
respectively, and in the lower and the upper left hands 
the conch and the disc, which is partly mutilated. The 
dagger that is generally stuck in the belt of the Vaikuntha 
images, in accordance with the injunction of the Jayakhya 


4 


Samhita’ is here placed in the hands of the deity. The 


fourth face representing Kapila is very fierce looking. 

Instead of wearing the jata which is genérally the case, he 

wears a mukuta. Garuda is also four-handed, two of which 
SS . 

hold a purna_ghate and the other two support the feet of 

Vaikuntha. There are four female figures two on the either 

side of the god seated on the serrated leaf-like feathers 


of Garuda. Three similar stylised feathers are joined to 


1. Douglass Barrett, Bronzes from North Western India and 
Western Pakistan, Lalit Kala. No. li. 
April 1962. Pl. XXXIII, fig. 32. 
The authorrhas referred also to such other images of the 
same date in the Victoria and Albert Museum. See Pl. 
XXXII, fig. 32. | 


2. Jayakhye Sembita, I, 65-73. 
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the base, just to keep up the balance of the whole 


figure. om 


The identification of the four female figures is 
problematic. This feature is so far not met with in any 
of the Vaikuntha images and the emblems held by them are 
not very clear. The upper figures, may be his consorts, as 
the emblems in their hands seem to be lotuses. The Vaikuntha 
image with his two consorts is described in the Jayakhya 
Samhita where he is supposed to be accompanied by Sei and 
Bhumi, but the other two figures cannot be explainec. 


A stone slab from Himgiri in the Bhuri Singh Museum 


(No. A. 35), Chambe, represents a three-faced god seated his 
mount Garuda. The image has four hands, two of which hold 
a wheel and a conch. The other two hands are placed on the 
heads of miniature attendants, who hold a flywhisk and a 


mace. 


A mutilated image of three faced Vaikuntha is preserved 
in the sanctum of the Laksmana temple at Khajuraho“, apparently 
belonging to the middle of the 10th century 4.D. The image 


seems to have had four arms, all of which are broken now. 


1. Vogel, Catalogue of the Bhuri Singh Museum at Chamba. 
Caleutta, 1909. p. 7. 

2, Agrawal Urmila, Khajuraho Sculptures and their Signi- 
ficanee. p. 44. 
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fhe existence of such image in the sanctum of a magni- 
ficent temfe like the Laksmatia temple, is sufficient to 
indicate that the worship of thé Vaikuntha form of Visnu 


was prevalent in the Chandela country in the 10th century. 


The form of the deity, aft_er remaining constant for 
a long time, was changes, and elaborated, in about the ele- 
venth century, resulting in the creation of the new icono- 


graphical forms. 


IilI 


Vaikuntha, wes so far only occasionally associated 
with his attendants, is accompanied now, by his consort 
Lakemi, who sits on his left thigh, as in the Laksmi - 
Narayana images. This form is described in the Jayakhya 
Samhita as laksmi and Vaikuntha. Thus an image of Vaikuntha 
in the Bhuri Singh Museum’ (No. A.9) found from Devi Kothi 
at Bera Paragana, shows Vaikuntha seated on his vehicle 
with Lakgmi who is seated on his left knee. He has three 
faces and seems to have haa four hands holding his usual 
attributes. As the image is mutilated only one hand holding 
the mace can be seen. The image is interesting as it bears 


a small inscription at the base, which records that the image 


1. Jayakhye Samhita, XXXIII, 54-56. 
2. Vogel J. Ph., op. cit. Pp. 3. 
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wags made by the order of Rana Naga Pala who lived in the 
middle of the 12th century A.D. The image is named 


Narayana. 


There havé been definite attempts at synthesising 
Vaikuntha with other prevalent forms of Visnu. In the 
centre of the middle Tow of the enormous Salahi Fountain 
slab at Chamba, dated 1170 A.D., the artist has tried to 
combine the Vaikuntha and the Sesagayi forms of Visnu’. 
Visnu is reclining on the Sesa, holding his hands in the 
afijali-mdra. Visnu here, has three faces, instead of the 
one normal face, the additional faces being those of 
Nrsimha and Varaha. But for this peculiarity, the rest 
of the féatures of this image are the same as that of the 
Seaankicg images. This iconographical form might have been 


. popular in Kashmir and Chamba, as this form is alluded to 
2 


in the Rajatarangini“~. 
In the Markula Devi temple at Markule, Udaipur, at 
Lahul at Chamba, the relief on the eastern side of the bal- 
cony window, represents the Trivikrama form of Visnu, with 
a deliberate attempt to synthesise it with the Vaikuntha 
form. The standing god with left leg extended to reach 
Brahma in heaven and with his right leg reaching the nether 
world, has three faces as in the Vaikuntha form. The relief 


1. Vogel J. Ph., Antiquities of Chamba State. Part I. 
p. 219. Pl. XXXI. 


2. Rajatarangini, IV, 508. 
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1. Coetz ‘Hermann, ‘The Farly Wooden Temples of Chamba, #1 
2. I am thankful to Dr. R.N. Mehta of e Barbda for bringing 
this image to my notice. aie 
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9th century A.D. At Thajeraho, on the back inner wall of 
the Kandaria Mehateva temple, assigned to the llth century, 
there is an imagé of three-faced Visnu with eight hands, out 
of which only two holding the disc and the lotus have been. 


survived?. 2 


The twelve-handed variety is designated Anante by 
some of the Silpasastra texts. It is mentioned that in 
the right hands of the god should be placed the mace, the 
dagger, the disc, the thunderbolt, the goad, the arrow, and 
in the left hands the conchshell, the shield, the bow, the 
lotus, the staff and the noose. He should be seated on 
Garuda and his four faces represent a man, 2 lion, a woman 


and a boar. Poh 


Another variety of Vaiktuntha with sixteen hands called 
| Trailokyamohana also has the four usual heads. The emblems 
in the right hands are the mace, the disc, the goad, the 
the arrow, the lance, the dise and the varada-mudra. In’ 
the left hands are the club, the noose, the,bow, the conch- 
shell, the lotus, the xaiaydetn, the horn and the natural 
hands are to be held in the yoga-mudra. He is seated on 


his Garuda. 


The twenty-handed images, with the front faces like 


1. Agrawal Urmila, op. cit., p. 44. 
2. Devatamartiprekarana_and Rupamandana, see a dhyaya 5 and 3 


respectively for all these forms. 
Also compare Aparéjitaprecha Sutra 219. 
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those of the Ananta form, represent the Visvarapa form of 
Visnu. The right hand holds the banner, the conchshell, the 
ploughshare, the thunderbolt, the goad, the arrow, the disc, 
the bijoru (citron fruit), and the last hand should be in the 
varada-mudra. In the left hands the deity holds the standard, 
“the staff, the noose, the mace, the bow, the lotus, the horn, 


the pestle and the rosary. The natural hands are in the 


yoga-mudra. 


Goetz refers to a twelve-handed figure of Vism with 
three faces, lying in the Laksana Devi temple at Brahmor 
in Chamba. Many of the hands are broken but on the basis 
of the attributes that have survived, it is possible to 
identify it with the Ananta form of Visnu. It is remarkable 
that the fourth right and left hands are placed on the 


attendants. 


Images with multiple hands, belonging to the period 
between the 12th and the 15th century have been found from 
northern Gujarat, which need not be described here’. It 


iene aia  . eae: bee’ tar 


1. Goetz Hermann, op. cit., p. 77. 
2, For details see: Sankalia H.D., Rare Figures of Vignu 
from Gujarat. Journal of the University 
of Bombay. Vol. VII, No. 4, P- 3-8. 
Majmudar M.R., Studies anthe Varieties of Visnu 
Images in Gujarat. Journal of the 


Gujarat Research Society. Voi. zd. 
No. 4, p. 53. 
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of Nrsimha, Var&ha, the horse and probably the tortoise 

are attached to the head of Visnu. The main figure is 
e€ight-handed holding in his left hands the shield, the dise, 
the dagger and the conchshell. One of the right hands is 
broken, two of them hold the Sword and the mace and the 


upper one is in the abhaya-mara. 


From Baijanath in Kumaon also a magnificent image, very 
Similar in style to that of Kanauj, has been discussed at 
length by K.P. Nautiyalt, Two images, described by Dr. U. 
P, Shah, hailing from Samalaji in Gujarat are equally inter- 
esting. All these images have retained the most peculiar 
character of the Vaikuntha image - the lion and the boar 


face attached to the main human face of the figure. 
* 


It is significant that a number of three- or four- 
faced images have been found from Kashmir and north-western 
part of India, earlier than the 10th century, indicating 
the worship of Visnu in the Vaikuntha form. It seems that 
the form originated in the Gupta period, and then became the 
centre of an important cult from the 8th to the 10th century 
A.D. Installation of such Vaikuntha images are incidentally 


1. Nautiyal K.P., "An Interesting Visnu Image from 
Baijanath", Bulletin of Deccan Collece 
Research Institute. Vol. XXII, p. 170ff. 


2. Shah U.P., Sculptures from Samalaji and Roda, p. 66ff. 


Pl. 48 and 50. 


referred to in the Ra jatarahginit, where it is designated 
Caturatman. The installation of such images is also some- 
times mentioned in the inscriptions as the Saho image ins- 
cription of Chamba indicates. The Vaikuntha cult seems to 
have received the patronage of Avantivarman of Kashmir as 
many of the Vaikuntha images are found in the temples built 
during his reign. I+t seems that the popularity of Vaikuntha 
Caturmigti in Kashmir is due to the strength of Vaisnavism 
in Kashmir and adjacent regions. The Rajatarangini alludes 
to kings petronizing various Vaisnavite cults by building 
the temples of those deities. An image of Visnu Jayasvamin 
was consecrated by king Pravarasena i. who lived in the 
6th century A.D. King Durlabhasyamin consecrated the 

shrine of Vismu>, The illustrious king Ialitaditya was a 
staunch worshipper of Visnu. Thus Visnu cult which ehjoined 
the worship of his various incarnations must have been very 
popular. Among the incarnations of Visnu, Nrsimha and 
Varaha acquired special importance. Installation of the 
Nrsimha images is referred to in the Rajatarangini*. Grants 
were also dedicated in honour of Nrsimha as testified by the 


Yugakara copper plate grant from Chamba”. The temple dedi- 


cated to Nrsimha is referred to in the Wamgavali of the 


1. R&@jatarahgini, V, 25. 
2, Ibid., 12%, 350-52, 
3. Ibid., IV, 6. 

4. Ibid., Iv, 186. 


5- Vogel J. Ph., Antiquities of Chamba State. Part TI. p. 100. 
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Kashmirian kings, as mentioned above. ‘he cult of Varaha 
was also patronized by the kings of north-western India. 
Installation of & magnificent Varaha image is alluded to 
in the Rajatarahginit, The great king Mihira“Bhoja had 
even issued the Adi Varaha coins“. Varahaksetra, a sacred 
place at Varahamula, mentioned in the Ra ataran ini>, also 
Shows that Varaha was one of the most favourite deities of 


that period, 


It is noteworthy that the Neck face of the Vaikuntha 
Caturmurti - the Kapila face, is carved in theimages in ene 
Kashmir, with the only exception of an image from Varanasi’, 
That the concept of Kapila is emphasized in the Caturmurti 
at Kashmir is also apparent in the texts of FKashmirian 
origin such as the Visnudharmottaram’ and the Jayakhye 
Samhits°, It seems possible that the conception of the 
fierce countenance of Kapila was a local or regional trait 
which did not go beyond Kashmir and the adjacent regions. 
The fact that Kapila must have acquired ah important posi- 
tion in north-western India is also supported by the legend 
that the Kapilagrama - a sacred place named after the great 


1. Ra&jatararigini, IV, 197. 

2. Cunningham, Coins of Mediaeval India, London, 1894, pe 49. 
3. R&jaterarigini, VI, 186, 206, etc. 

4. Bhattacharya, Indian Images, p. 8. Pl. IV. 

5. Buhler G., Indian Antiquery, Vol. XIX, 1890, p. 383. 


6. Sehrader, Introduction to the Pafcaratra and Ahirbudhnya 
——— i ticaratra and Ahirbudhnya 


Samhita, Madras, 1916. p. 18ff. 
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episode of the Sage Kapila, described above existed near 


the foothill of the Himalayas .1 


Taking into consideration all these points one may 
suggest that the Vaikuntha form of Visnu probably origi- 
nated in Kashmir. It may also be pointed out that Kashmir 
was also the place of the origin of the Patcabatre theory 
and the vytha concept*, which prepared a solid base for 
the symbolism of the Vaikuntha Caturmurti. Though the 
form must also have existed in the plains for the earliest 
known images of Vaikuntha hail from Mathura, a great cen- 
tre of art and religion in the Gupta period, where possibly 


new iconographic forms evolved. 


The consort of Vaikuntha does not seem to have 
acquired much importance. Of all the Pahcaratra texts 
only Jayakhya Samhita enjoins her worship>. An image 
found from Bijolya represents the consort. of Vaikuntha*, 
She is represented like Vaikuntha with three faces, but 
the front face, instead of being human, is that of a horse, 
indicating the Hayagriva form of Visnu. It is merely due 
to the influence of Hayagriva worship in Rajasthan from 


where this image is found.” 
1. Wilson H.H., Visnu Purana, Calcutta, 1961. Pp. 302, 
footnote No. 4. 

2. Schrader, on. elt... p>. 16, 

3. Jayakhya Samhita, VI, 77. 

4. Banerji Advis, Interesting Images from South East Rajas- 
than, Ialit Kala No. 12. Pl. VITT. 

5. For further details see Desai Kalpana, Consor+ of 
Vaikuntha, Lalit Kala No. 13. 


| 


The evolution of the composite images is uooted in 
the tendency of the Hindus in nae India to revere 
all the gods 88 of equal gmportanne. ‘Me theory of Heno- 
theism propounded by Max bulges explains“that in the — 


hymns . the Rig-veda different gods are considered to be 


— 


the nights gods on ditferent occasions. In the 
also sometimes Visnu is praised as the Highest God ‘and 
Same tenye Rudra or Siva. It - this spirit of $éteveinia 
‘whee on considers all the gods 3 of equal rank that must 
have ees ae concept of a composite figure, where 
the gods are not only placed on an equal footing but are 


also synthesized into one. - 


At the close of the form 
the two great cults that Mie ost, and expanded were Vais- 
-navism and Saivisn, with Visnu and diva or Rudra as their 
godheads. Hence,the earliest synthesis of religions thet ; 
we come across is between these two cults, reflected in 


the gomposition of the two godheads, 


The composite form of the tw@ gods was already known 
as early as the time of the Mahabharata (if the relevant 
portion is genuine). Arjuna after eer etine his course 


of penances, addresses a hymn to Siva where he also 
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mented, The right half of the head wears nites 
and is adorned by the erescent, He weprs a serpent 
bracelet on his right arm. One a the right hands is 
held in the varada-mudré and the other holds a trident, 
His Yajnhopavita consists of serpents and his lower 


garment is made up of skin, 


The Devatamirtiprakarana also gives almost the same 


, 3 
description of the Siva-Nardyana image, It is surprising 
that it describes separately the Harihara image which does 


not differ much from the Siva-Nérdyana image. 


The right half of the image is Siva, fair in colour. 
One of the hands is in the varada-mudra and the other 
holds a trident. The left side represents Hrsikesa, blue 
in colour, holding the cakra and the ‘Padma in his hands. 
Nandi, the mount of Siva is to be carved on the right 
side and Garuda, the mount of Visnu is to be carved on 
the left. Besides these the image of KrsnasSankere is 
also thought of in the same text but iconographically, 


there is no difference excepting a rosary instead of the 


Et Devatmtrta pr akarana, VI, 35-41. 
2 + 
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Ibid., VI, 57-57. 
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ds a trident and a rosary and is in the 


a oye on the left side the head wears at a kirita mukuta the 
vanamala hangs down the shoulders and ii ara serves: 
as the lower eS Talay The upper hand holds fhe dise and 
, the lower hana - ean the clinchshell. ‘There are two small 
Toure flanking the main image who are either attendants 
or the Byudha purusas, On the pedestal appears Nandi to 
the ee the lotus. Aggie the main image, and 
weer ae humamagorm is’ to the left. (fie. 23). > 


* 


The ar Museum, Tucknow, has a similar image 
datable a the ninth century. Teonographically, however, 
it is not of much interest, Siva on the right holds tri- 
2% aent and a rosary in the hands, head in ab | 


instead of the varada-mudra @S in the images described 
above. Vignu on the left holds the disc and the conch- 
Shell. The distinguishing marks of Siva and Visnu appear, + 
as also the Nandi and Garuda, near the feet. ‘wo ay dha- 


purusas are also represented as usual. 


Similar specimens from iaten India may be referred 
to here in brief. A much mutilated Harihara datable to — 3 
| ‘the 9th century is found from Burdwan and is preserved in a 
ya the collection of the Asutosh Museum. A colossal image | 
r » of ‘the ‘Lith, century is lying in the collection of the 
Museum (No. A 24125). 
arly image of ee: has come to light from 
Indie so far. On the eastern wall of the sees 


sy pe rea 
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temple II at Osia, near Jodhpur, there is an image of 
Harihara holding trident in one of the right hands and 
the other is posed in the abhaya-mudra and is having the 
dise and the eonshehe1 in the left hands. Besides the 
jatamukuta, the third eye appears on the forehead. The 
‘kaupina and the pitambara dre worn on the waist as usual, 
A long garland pedehibe upto the knees represents vanamala 
on the left side and skull garland on the right. The 
Trisila Puruga and Nandi overhead indicate the presence > 
of Siva and Seniha, puruga that of Visnu. Garuda iif cons- 
picuous by its absence? 


a 
An almost identical image datable to the same period 


has come to light from Rod&. Though the image is much 
mutilated it has retained some characteristic features 

of Harihara. The upper right hand holds the triaent and 

the lower right is probably in the varada-mara. The upper 
left hand holds the dise ana the lower one is akimbo. There 
are two attendant figures flanking the main image. No 6ther 


accessory figure or even their mounts are visible. 


It is evident from the descriptions of several images 
of Harihara from northern India that the image did not under- 


go much evolution from the iconographical point of view. The 


” if. 
emblems held by them as well as the position of Siva and 
% : F 


1. Jayakar Pupul, Osian. Marg. XII No. I, December '58.P1. x 
ola, z 
from Samalaji and Roda, Pl. 112. 
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2. Shah U.P., Ser 


Vignu remained unchanged. In the later period with the 

growing tendency at elaboration, some further details such 
é ~ — 

as the third eye of Siva, the vanamala and mundams 12 and 


also their respective vehicles were added, 


Harihara seems to have been favoured more in U.P. 
and eastern India judging from the number of images that 


have been found from those parts. 


It is doubtful whether this attempt to synthesise » 
these two prominent religions resulted into a new @blt. 
The known images of Harihara do not seem to have been 
weal pawl, Excepting the Harihara temple at Osia there 
is hardly any reference to a Shrine installed in his name*, 
Still, the existence of Harihara images almost everywhere 


in northern India suggests that there must have been peo- 


/ ee 


le who ado this composite torm in a spirit of tolerance 
P es Ha posite 
and syncr@tism. 


at 


Sometimes Visnu is joined with Surya in the place of 
Siva. Texts on iconography do not refer to this Surya- 
Narayana image, but a six-handed figure in the Jhalawar 
Museum shows the combination of the two. Four of the hands 


hold the usual emblems of Visnu, while the other two hands 


1. Probably a Harihara temple existed at Roda also. 
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* 
of Brahma as attested by the rosary and the kamandalu 
Fm peed 


held in the main two hands, 


At times SUrya is also blended with this Trimirti!, 
thus combining all the prominent contemporary cults 
except the Sakti The’ image variously known as Hari- 
harahiranyagarbha or Suryahariharapitamaha displays all 
the iconographic characteristics of Surya, Visnu, Siva 
and Brahma, According to the Devatamurtiprakarana® 
the image combining the tour gods into one, should have 
four faces and eight hands. Surya, indicated by the 
front face, shoulda hold a Seine in either hand. Ruére 
on the right side should hold the khatvanga and the tri- 
dent, Brahma on the back shoulda hold a rosary and the ka- 
mandalu, and Visnu on the left should hold the conchsheli 
and the dise. The Apar® jitapreetia also deseribes the 
image in the omud manner, 


1. Dr. Sankalia eallis it Trimurti. See his Archaeology 
of Gujarat. p. 163. 
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Devatamurtiprakarana, VI, 44-46, 
Se Apare jitaprecha, 4235 334. 


ent and the kemandela to the left. “The second pair 
lds a lotus in each hand, the symbol of hives The third 
a “pair of hands cob Visnu holds the dise and the conchshell 


ana the uppermost with trident and the snake signifies 
biva. Besides these, the goose and the horse on the 
left side of the elas and the Nandi and Garuda on 
the right side indicate the presence of the foufdeities, 


A fine specimen of the same type of composite. image 
has come to light from the Udayeshvara temple, at Udai- 
pur, It is a standing eight-handea image, three of whose | 
hands are already mutilated. The hands on the right side 

3 old the trident 


the BS a fig Oy and the rosary, is : 
one of them 4s v7 varada, -* On the left only the disc 5 
is preserved. The prineipal sig in this image ts Strya, 
as described by the texts. 


Similar images Hariharahiranyagarbha may also be seen 
“in the Khajuraho group of temples. 


nies | | “ 
The Lakgkamana temple has such an image in the panel 


of a small shrine situated to its south-east. It is a 


er ee ee ee ce ee ee ee ee ee ee a ee ee ee ee ee gee es ee ee 


ys Agrawal R.C., Sikar. pe XII, March, 1959. 


2. Annual pe te a Raper’: of the inak ape, “fender ae 
State, for the year ip Pl. XII. ; 


raat Lt ts et at 


colossal image, 9 ft. in height, having three take end 
eight hands. The full boots and the lotus in either hand 
in front Surya to be the main deity in the composition. 
The three extra hands on the right holding the trident, 
the rosary, the third being in vardda-mudra, the left hand 
holds the snake, the conchshell and the kamandalu. The 
emblems of Visnu here are varada-mudra and the conchshell 
instead of the dise and the conechshell. A goddess is 

seen in front of the main image as the dvarapalas flank 


the mein image, 


* 


On the Sikhara of the Visvanatha temple also is pre- 
served a similar three-faced image, wearing an armour, 
boots and ornaments. The main deity is again Surya as in 
the image described above, as the main hands are holding 
the lotuses. The rest of the right hands hold the rosary, 
the trident and the conchshell wherdas the left hands hold 
the kamandalu, the snake and the discus. The goddess, the 


dvarapalas and the other accessory figures are also present. 


The Javari ahd the Chitragupta temples also have images 
of the same kind but are slightly mutilated. 


» 
. 


Seated images of Hariharahiranyagarbha are also known. 


1. Awasthi Ramashraya, Khajuraho ki Harihara-Hiranyagarbha 
; Pratimayen. JUPHS. Vol. X. Part Il. 
cS Re es 


= imsent ink a fine composite seated image. 
tke turbucteudl nce eight-handed composite deity is 
mounted on Garuda, indicating that the main god here ic 
Vignu. The Hamsa and Nandi are carved below the Garuda. 
Iconography of the image is the same as in the standing 
images. The emblems of the lowermost pair of hands are 


indicative of Brahmi but the right hand is shown in 

abhaya-mudra, instead of holding the rosary. The second 
pair holding a lotus in either hend and the boots indi- 
| ‘setae the third pair of Vignu's hands ism t 
Le the right hand in the fourth pair holds the 
roy and the left one is broken (unpublished) . 


On the west face of the Timboyi Mata temple at 

My Delnmal, @ panel contains a similar image as the bas 
devoribed above. The image wearing an armour and boots 

is seated on Garuda, the vahana of Vignu, flanked by the 
other vahanas of Siva and Brahna. The image does not have 
anything noteworthy from the iconographical»point of view, 
AS regards the main deity of the composition, Dr. Sankalia 


believes that here Strya is emphasised more* because of 
the main hands holding the lotuses, but a big figure of 


Giaaa supporting the main image would indicate an emphasis 
on Vignu also vind in the image in the Jhalawar Museum. 
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Mae Sankalia ED., Op. cit. Dp. a eae 
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ae of ines ied in Croan ae inde 
central India, as against the absence of this type in 
the other parts of northern India, is a proof of the 
regional bias of these composite images in the late 
mediaeval period. ‘This view is further supported by 
the fact that the first reference to these composite 


images is found in the Devatamurtiprakarana, a text 


written in Rajasthan, 


A curious image of nes flanked by Surya and 
Buddha was found in Bihar, is now in the os Museum, 
Calcutta. The central figure represents Siva on the 
right side and Visnu on the left. This is supported by 
the trident and rosary in the right hands and conch- 
shell and dise in the. left hands, as also by Nandi and 
Garuda appearing on the pedestaa. Both the gods are 
accompanied by their consorts, Parvati and Laksmi. On 
the extreme right of the panel is the standing figure 
of Buddha in abhaya-mudra with two chaityas carved above 
his head. In the dsrrespending position to the left is 
Surya with a lotus in either hand. He is mounted on a 
chariot driven by sinirins horses, the figure of Aruna the 
charioteer is also recognizable between the legs of the 
central figure. The sculpture is not a Synthesis of four 


deities in a single composition but at the same time the 
* 


Pl. XXVII d. 
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oa “or Viegay ee. under the Whatdncod, 6 at times with : 


a figure of, Dhyani Buddha on it, have come to light from 


og? 
east part of India,,p ’ 
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\ image of Visma standing Under the snake hood found 


aay 


from Sunderbi, isin the Gollection of the Asutosh Museum, 


designated as Vismu-lokeSvara. This image datable to the 
9th century has his lower right hand in the abhaya-mudra 

his upper right hand holds the disc, ‘cen left holds the 
lotus and the lower left holds the conch. It is flanked 

py Sri and Bhomidevt. 


A similar image from Midnapur is in the collection 
of the same Museum. Piatt colceseiuy is more detailed and 
stylised. “Ths mace and the disc hela in the two upper | 
hands are placed en the lotuses held by Visnu. The mace 
is horizontally placed on the Whus. The lower two hands 
hold the lotus and the conch. Sridevi and Bhiimidevi flank 
the main figure. Near the goddesses are seen seated 
attendants. In the middle of the panel, on the either 
side are seen Siva and Lakemi to the right ana the left 
‘respectively. On the top of the snake hood is a figure 3 
of a Dhyani Buddha, markedly showing Buddhist influence 3 
on the Vaisnavisn. Buddhism seems to have superseded : 
Vaignavism and hence Visnu is being supordinatea to Buddha. + 
Below on the pedestal is carved the figure of the dancing | 
Siva. (fig. 24) 


ig iene as ene ame a cae 


Visnu is found only in the Caturvargacintamani’. 


The earliest image of Youglittéyane that we have 
known is from the Rajiva Locana temple at Rajim. Visnu 
is seated on the lotus in yogasana with two of his hands 
in the yoga-mudra. The upper two hands hold the dise and 
the conch. This haloed image is a beautiful example of 


: 


the Tthecentury. 


An image of Yoganarayana is in the collection of 


the Jodhpur Museum. The profusely ornamented image 
shows Visnu in the dhySna-mudra, seated on a lotus. The 
lotus stalk is held by a-naga couple. Visnu holds in his 


upper two hands the vanamala. 


A very similar, but slightly mutilated image has 
come to light from Devangana near Abu. Here also, Visnu 
is in the dhyana-mudra, seated on a lotus, with its stalk 
flanked by the nagas. 


It may be noted here in brief that this motif of 
the lotus and the nadgas under it, is a typically Buddhist 
feature, clearly visible in the Buddha images at Kanheri 


and other caves. 


1. Caturvargacintamani, II, 114. 
Zi Digit M? G., Sirpur and Rajim Temples. p. 73. 
3. Anand Mulk Raj, Remnants shoged against the Ruins 


Marg, No. XII. P. 22. fig. 20. 
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ie 4 wee mM bay dnd the stn, the ‘tieat + he of the tet 
£ has Rea of Vigne are minop, ones biipdbea to. nas 
aie Eger, avatar They are neither often adéred ane - ait a 
ee exalted in the ‘veil ious poe nd usually permdberses 
> ae indivi dary in one and worshipped. by “the “people. 
of oa However in no “Wi, does + ‘this; Undermine their aoe 
z nor i ly a mete aceidental ’ connéetion ¥ ‘ 
ai y wien ‘ay and the tortoise fo Fgh repre= 
sent fan piadess Fi isles of that at. ‘god, and ‘theres © baa 
fore} ‘due importance ust be civén to their symbolic : 
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MATSY, SYA: It is really ap blem how an iimaaiad ‘icant, ‘fish 
came to play a eat in ae eyele of a ereat gba 


like Vighu: It does not py an, die Vedic ce 


From out of he, may references to ‘the 8h, that we ae 


in the later Li teratire Fay is possible to eure ‘thet : 
the fish was C Sideréa a _ atiot 0 of fertihty. "Tig | : ‘ eS 
instance,’ adie ssorittesal, offer: see 
Apam Nap&t prescribed jin ne 
_ Hetertoutea to. andlabea 
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ra 


ey fe LS “There is ay, iver sbi story concerning the birth 
2 is Oe ae “ef i igo in the ‘Bypaadevatl’. ig two Taatyes via., 
Mitra and Varuna happened to ee. that ‘the nymph Seale. 
On seeingyher their semen was ef fused and fell into a 


& 
dar, into the wetter and on the ground. As a resylt the: 
sage vadigna wad Born on the earth, Agatsya from the 


o be 


ity JP, and the vateya crrd Great: Brilliance" in the eater. i : 
i tt ed a 
a Matsya of great brilliance Js: ‘e*syngnym he vehe weters a . 
and more dies stands for suai ci ‘of. lite, , ee, 


“i : symbolizes t ower of fertility, Be ips viti oh led to” or 


the identification of sthe fish and Visnu,, himself caaneny 


connected with the wate ee ereation in bie Narayana 


The main or the ony Pinotion < of the Fish as sh inear- oF 
nation of Visnu was te save Manu from one ereat*Flood and. 
help him to assume the ; pole’ ‘of a creator. Some scholars* 
try to trace the _antdieudt ty, of tlle Treg. Jegene *, he 


-——— SaseSapuunerateeee * ‘, ‘i, 
1. Keith A.B., The Relig 7 


. 3. Gonda, Aspects of Early Visnu: PPS 11-20. See 
4. Coomaraswamy A.K., Ye 3. Washi >» 1928. p. eae 
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Atharva Veda XIX, 39, 8., but their interpretation 
being doubtful ean not be relied upon. The legend is 
found in its fully developed form in the Satapatha 
BYShmana?, which runs as follows® 


One morning, while Manu was washing his hands with 
the water spieratty brought for him, a small fish*came 
into his hands. It began to speak and requested Manu 
to rear it up and promised him +0. gliage his life from an 
all destroying flood. Thereupon, aft inquired how to 
rear him up. de Said: "Thou wilt first keep me in a 
jar. When I Gitcrow that, thou wilt take me into a pit 
dug by you, when I outgrow that thou wilt take down to 
the sea, for then I shall be beyond destruction." Soon 
it grew into a big fish \( jhaga). It asked Manu to prepare 
a ship.and board it? when the flood would come. In the 
Same year which the fish had indicated to him, he pre- 
pared a ship and entered it. The fish swam upto him and 
he tied the Ship's rope to the horn of the fish. Thus. 


they crossed swiftly upto "yonder northern mountain". 


In the Mahabharata also we find the same legend wherein 


the fish.is described as oe" having a horn*. Here he is 


Satapatha i ay Ly. Sy hs, 
arrPrsyrege ett fase ate | 


P Mahabharata; III, 185, 31. 


considered to be a form of Prajapati rather than of 


Vismu’. 


The symbolic significance of the fish in an early 
period is attested by a couple of Sus from Sarnath and 
Mathura, A pillar’ trom Sarnath contains a fish-god with 
two tails. It as human form having a fish for the 
lower part of its body. Another fish-god is engraved 
on the belt of a human figure from, Mathura>, The signi- 
ficance of these fish-gods is not yet explained but it 
definitely indicates that the symbolism of fish 28 the | 
water of 1198 "ana creation had been realized, though its 


relation to Visnu is not yet clear. 


’ 


The image of the fish inearnation of Visnu is to be 
made in the form of a fish with a horn aceording to the 
Visnudharmottaram*, Not many images of the fish incar- 
nation have been found, and those that are available 
belong to the post-Gupta period. 


© * ° 
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. Mahabharata, III, 185, 4s. 

2. Marshall and Konow, Excavations at Sarnath. ASTAR, 
1907-08, pe TOs pl. xX: 

3. Vogel J. Ph., Explorations at Mathura. ASIAR, 191]- 
Las Pu 325. 


‘ ~ P 
Piriceaeg afoot tatat wardy: | 
=i Visnudharmottaram, 85, 59. 


° > 


‘ 


39 


An uncommon image of Matsya from Bajrayogini sity 
been published by R.D. Banerjee+. ‘The bust of the four 
armed Visnu issues out of the neck of the fish enthroned 
on a lotus, The goa holds the mace and the conch in his 
upper and the lower left hands, the dise in his upper 
right hand, while the mutilated lower right hand might 
be holding the lotus. The main figure is rlenkes by 
Laksmi and Serasvati, placed on two Small lotuses 
springing from the mai lotus stalk. On the pedestal iss 
a small figure of Garuda and to the left and right stand 


the devotees. 


Another such image is referred to by the same author, 
preserved in the palace of a Thakur at Sohagpur in Madhya 

: “? 
Pradesh* F 


An interes tne representation of the Matsyavatara is 
on a panel of the left inner pradaksinapatha of the Lakgmana 
temple at Khajuraho. *The god Visnu is seated in the yog- 
sana on a fish with the two lower hands in the dhyana- 
mudra, the upper two hands hold the mace and the disc. On 
either side of the deity are seen figures with folded hands, 
who may be identified as the Rsis accompanied by Manu, 


1. Banerjé: R.D., ASIAR, 1924-25. p. 154. Pl. Xb.bd. 
2. dbia., , 25s. 


3. Agrawal Urmila, Khajuraho Sculptures and their Signi- 


ficance, p. 30. Pl. 10. 
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on the panel and behind it are four oman fis 
hair tied in Jaga. (fig. 26). 


On the” door jamb of the Lakgmans temple at Khajuraho 
is the panel showing a fish on the lotus and four human : 


‘wusts above it. There are some animals and pirda Sarre 
round ‘the, Stylized lotus sig 


* A beautiful mee of the fish incarnation has come 
to. light from Chanba* * belonging to about the eleventh : 
" eentury aid. M lerce fish is supported by the lotus flower 


| att - fiom the vase of whieh etenc a pillar. The capital of 


= 


* 


thie piller‘cupports oh threc-tillhaca pratuit and four other 
‘ aes hg a am ‘the apne a-mudrs. oe tie bn ve1ew the 
s head of the! fien. Above ita,teil is a skirted female 
ae: tigure, ‘possibly the donor. 


” 
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yu the ‘Udaipur i Museum also has a slab patois the 
fish ineernation.!, ‘A large fish is carved on the ec of 
“the panel in below it are the four emblems of Vignn, 


_ Placed between the coils of a Naga. 
a ‘ 
PA as 


| a are some Matsya imgges from Morthern India. 
lebinevemeeend iy they hardly anise any peculierity or 


z 


variation. We invariably find the fish incarnation on 
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| se ter, thus indicating its subsidiary chapaater. geri 
images described above are mostly from the outer walls. ce 

of some temples which show that it was revered as an ae 
incarnation of Vignu without any special significance. _ | ‘ 
‘DRM: This animal, the tortoise, also designated as : 
oie Kagyapa is revered in the later Vedas quite often. It 


_ is.respected with much adoration as "the regulator of “he 


sun"?, Elsewhere in the Atharva Veda also he is connected 


with ‘the san. * 
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"What silver, Kadyapa, thoulMinst refulgent, what brightly 


shining lotus flower collected, wherein are gathered 


= 


_ seven suns together, ----- ." 
F ati we Griffith's Translation. 
, * ; a A.V. xQII, 8, 10. 
. -- 
t i 
The term Kasyapa definitely connotes the sun in the ? 


Mggers_Note BIT, (1, 28. : 
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1, Griffith, Atharva Veda, ad. IV, 20, 7. 
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"Compassed as I am with prayer, my shield and armour; 
compassed with Kasyapa's bright light and splendour. 
Let not shafts reach me, shot from heaven against me, 


nor those sent forth by men for my destruction." 


The commentary of Sayelta on the Atharva Veda XIX, 
53, 107 
Kagyapa to be one a haan eight suns 


Taittiriya Kranyaka to support his view. . The connection 


between the tortoise and the big mountain which sell 


also corroborates the same concept. He considers 


e., and quotes from the 


péfts on his back in the "churning of the ocean" episode 


is possibly hinted at in this passage. 


It is possible that the disc-like: shell of the tor- 
toise, its slow ‘isirenant and the act of Withdrawing it 
within the shell, may have inspired the poets to compare 
it or to identify it with the sun. As a matter of fact, 


in the Caturbhani, the slow-setting of the sun is compared 
ements ) acs ae 


Ly ala: WAT ayaa aTat a yarafay | 
Say: FIT ATATY TI: ATATSATAA 1 
"Kala created living things and #irst of all Prajapati, 
* from Kala self-made Kasyapa and from Kala the holy 


; 


fire was born", 
‘ (Griffith) 
oui Sayana, - 
, --- Fag: ariprararfs aeayaresrar wey: qa: | 
Taittiriya Aranyaka , 

: aeqgts eA: |e WeTHeA FETHS | 


(Rs SA 


a . eee a 


Ae SESS | ER ee am NE ek SN ee 


from it became a tortoise". Kasyapa, then, personified 


as the life-sap of the world, could naturally be said to 


be the Lord of Creation. His role as the bord of Creation 


is so much emphasised that it is fancifully said to have 


assumed the name Kurma only because he created the living 


beings“. 


£ 


It is said, “Prajapati having assumed the form of 


Kurma, created living beings. What he created, he made; 


and as he made he is called Kurma. And Kirma being same 


as Kasyapa, all the creatures are said to have: descended 


: 
from Kagyapa. This tortoise is the same as the yonder sun~. 


This particular aspect of the tortoise amply justi- 


fies the important role played by it in the myth of the 


sa ; 
churning Of the ocean - symbolising the myth of creation’. 


4. 


4 


atsarag | areat et fat wtahita at dewey 
WTPTSAey 4: WTE WT CasTICG GIF yay ----- | 

” Satapatha Brahmana, VI, 1, 1, 12. 

a aegitars | Rak Sy FeaT WTS: HAT ays GaysT - 
area ier: at | PeseqreTE: gat: yaT! aTeEy 


ofa | 
Ibid., VII, 5, 5. 


qa: a tat a arteeat | 
- Tbid., VII, 5, 6. 


Gondea, Aspects of Early Visnuism. p. 129. 


also Coemrer ens A.K., Yakshas, p. 53. 


; ) oe to do with its identification with the uni- 
le of Which he is the creator. Aceorading’ to. the - 


"the e; shell of the tortoise is this (the ter- 


. 
ad; it is as it were fixed, for fixed: as it 


restrial) wo 
were is this gag wee that upper shell of it is the 
ra sky; it ‘ae its ends, as it were bent down. And 
what te between (the shell) is the air; - that (tortoise) 
thus is these worlds. It is these worlds he thus lays 

- down (to form the part of the Altar)" .+ 


+ In the Vajasaneyi 8 amhi ta* ~~ Kasyapa is a called 
the Lord of the Waters. In the g apatha Brahamana, while 


piling up-of the fire altar inatne 


is built into it, where it is left as the lord of the 
3 . 


waters, * 


¢ 


Great reverence is paid to the cosmic sorsoree in the 


Jaininiys Bythnagal The Rgis seek to behold something 


wondrous in the waters which they address as Yaksa. Indra 
reveals to thin v tortoise or ‘kipara of boundless dimen- 
The term akipara, ‘a8 explained in the Nirukta stands for 


thing” aes a a ee ee ee 


ae Sata atha Bra ig Wake p.- a4! Me 
2. VEjasaneyi Samhi th, si ee 
3. atapatha Brohmana, Ve dis: Ba oh 


4, Jaiminiya BrBhmage, III, 203, 274. 


sacrifice, the tortoise 


a “1! 


sy 


y ob aa 


© 
¥ . 


the waters or the ocean, for ee oun and’for the tor- 
is.” It is also said in the Nirukta that the Kaccha 

or Khaccha means the one who covers the sky thus identi- 
fying him with the sun. It is, therefore, clear that the 
tortoise symbolises the sun and the waters and is also 
considered +@b® the Lord of Creation. I+ is his con- 
nection with the sun arid the waters that, led ‘to the identi- 


fication of Visnt with Kurma in the Puranas. 
fe St a 


The only important part which Kurma played as an 
incarnation of Visnu was in the Churning of the Ocean 
in which it served.as a support of the mountain Wendara. 
Thg legend of the Churning of the Ocean has its roots in 
the Vedas in®*the opinion of Dr, Coomaraswamy“. The story 
is found in is fuliefieaged™¥om x the two epies, the 
Ramayana and the Mahabharata, —_— the two versions 

: : - { 

phe nena fH the Ramayana the sons of penta’ 
begotten by Diti and Aditi, i.e. the Devas and the Danavas, 
decided to churn the ocean, the abode of Varuna, to attain 
eternal life through seeks. and also to obtain the riches 
of the nether world. They used the Mandara mountain as 
the churning staff and the serpent Vasuki as the churning 
rope. Then follows the list of various objects that came 
out from the ocean. At the end, the partners quarelled 
amongst themselves for the far x2. and ultimately the sons 
of Diti were defeated and killed or banished. 


1. Nirukta, IV, 18. 
2. Coomarswamy, op. cit. p. 53. 


3. Ramayana, N.W. version. I. 41. 
S. Recension. I. 46. 


Ry 
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ae 


Pe 


so) 
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| 
* 


been able to find any representation of Kurma in the 


Gupta period. foes AD Oh ¥* 


One of the most interesting images of the Kurma 
inearnation has been recently Saaea to the dgllection 
of the Bharat Kala Bhavan, Benares. A big *torboise with 
a well-rounded shel] and rather long. rieck is placed on 
a pedestal. A striking Teatane. of this image is, thre 
© presence of a small four-handed figure of Wisnw, holging 
his usual emblems, “ey of the vortoise. The 
right leg of the deity is fiemLy ere ‘the left 
leg is ing asin the Varaha images as at representing 
its docmpened from the waters. This’ image datable to 
the ath eentury A. Be was probably used im worship some- 
where in “the Hexion adjoining Benaras (fig.. 27). 


— 


3 
$ An image of the Kurma avatara from Garhwa, is repro> 


duced by Be Oe ‘prattacharya’ . Tough the purpose of the 


seulptor fe | hainlysto represent the Xurma avatare, he 


* has also. nde swith it the Ohurning ‘oft the Ocean epi- : 


sode. A big tortoise is placed on a floral pedestal ‘with 
its head stretched out. auere it on “the panel can be * 
seen a rod wound by the ba aa coil. On the abet of 
the staff appear three figures holding the serpent oot] 
and a similer figure is a¢ey. to its right.’ The, three 


figures on the left ine adorned. with the jatamukuta while «° 


——— eee iy gate ee, 
1. Bhattacharya B. Csack Indian Images. _ Vol. Te. Dev dds 


é Pi, VIII, 2% 


ss hatrinterac rar sees Ree be acon Saee ate 


- 2 
rr 


oa ey einem 
" ay eer 


: 
' 


dise, the mace and ‘ehe plough. Images. corresponding 
to these ahyan as have not come to 1a ght so far. 


» 
A “eles ie Siok 2 here be made to the Churning 
of the Ocean scene which is several times depicted in 
Indian art. “Though the ytrma figures Liveries in the 
churning of the océan seene, the emphasis is mainly on 
_ the whole ep ode rites tun om the Kime as an incar- 


FP hation of: Vi Bus, ‘There is a panel showing the churning 


of the odean scene ae ct dine Munepn. The mountain 
Mandare a supported on a big Fa be with a rope con- 

slaving of the serpent eax winding round it. On = 

the right “side tof the Rowmeakh stands Visnu holding the 

aise in his uppet left hand, the rest of the hands peing 

broken. “On tne Lert side of the mountain appears Surya 

and on the top is Indra on his olévhant ‘mount. There 
are six other figines, acoémpanying him who: may ‘be identi- 

Seca as the moon; the sun, Takemi (7), Kubera or Dhan- 

ee) the cow and an unidentified female figure’. 

Kes 19 oy ah : : ' A : 

A similar churning of. the ocean — is carved on 


the door jen ot the Lagat vm o of Khajuraho. 


» 
* 


It 4s devious from the meagre data thes ‘the ‘arma 
svatiesnad almost escaped the aes of the womshippers 


a 


oe sulk m. xv, 


een ee oe 


en ym tiny 
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VARAHA 


} “The origin of Var&ha worship can be traced back to 
the period when Indian mythology was still "in its making", 
when. prone saw divinity in the varied force of nature. 
While it is difficult to trace the origin of various Rig- 


vedic c ‘gots and their subsequent development,» it is almost 
certéin in the case of Var&ha cult as found out by Prof. 
Gonda and U.P. Shah. They have suggested that the cult 


must have existed in the Vedic or even the pre-vedic perioat. 
In the Rig-veda itself several gods are equated with 

the boar. “The Maruts are called the ‘iron tusked boars!*, 

and also the ‘wild boars'.° Rudra is addvemed as the boar 

of the sky*. The boar in the form of demon Vrtra”, plays 

d pignificant role in the Vedic mythology which laid the 

foundation of the whole of the Vgraha myth in the later 


period. 
3 > «4 
Vrtra in the Vedas is the personification of the clouds® 


and therefore, the boar as i fied with Vrtra represents 


1. Shah U.P., Vrsakapi in te Rig-veda, JOI, Baroda 1968. 
Vol. VIII. Nose I. p. 56% 

2. Rig-veda, I, 88. 

30) ES» ee Oa 7 

4. ‘Ibid., I, 114, 5. 

5. Ibid., I, 121, 11; 615. 7; VIII, 66, 10; X, 99, 6. 

6. Keith A.B., Indian and Iranian Mythology (Mythology of 


AIl Races, Vol. VI), p. 35. 
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the sane nateral phenomenon. Yaska in his Nirukta offers 
“therfollowing explanation while discussing the term Varaha: 
Varaha is the designation of both, the cloud and the boar, 
for Varaha is the one who eats the best type of food. The 
cloud is Varaha because it takes the best food, viz. the 
water, so also is the boar as he takes the best roots that 
grow up. Thus the cloud and the boar are etymologically 
identified. We can say that Varaha is the therimorphic 
form of the Vartra, that is, the cloud. Inspite of a 
tortuous wey of reasoning and a fanciful etymology, the 
equetion of Varaha with the clouds or primordial waters 
seems a sound proposition. The same idea is implied by a 


hymn of the Atharve-veda: 


mee fart Te 3g ysaTeea Pret farfaeq: 
aureer yf afasrar gata fas pra 
Unfortunately, Whitney in his translation of the term 
Varaha as the boar, has obscured the meaning of the hymn. 


1. ayret Seah vefa siren: | aarerqarestty 1 ofa a greory | 
Sars Nirukta, V, 4. 
See the commentary by Durga: 


yeeaTag are Tear 1 a fe qireit vata, dea al Tee aTETT: I 
SUTSTUTEH yg Sha 3 ATIOTY | aaatraryd aire eaeayes | 
wTaty at Garey arerwaretea | at at aa gets | 
TIS: bo 


’ - ; 
2. Saunakiya Atharvalveda, XII, 1,48. 
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He translates it as follows: 

hs siaaae d the fool, bearer of what is heavy, enduring 
death of the excellent and of the evil, the earth, in 
concord with the boar, opens itself to the wild hog". 


If Varéhe is taken here to mean the cloud, the meaning 
becomes quite clear - 'the earth in accoré with the cloud, 
yields (corn?) to the hogs and animals.' It is implied 
in the hymn that the earth yields corn ané riches to the 
people with the help of Varaha. He is therefore, naturally 
called the protector or the supporter of the riches. In 
the Rig-veda it is said: ‘Indra, shooting across the cloud 

a in 


mountain, slew the boar Entisa'.+ 


The extension of this myth is found in the Taittiriye 
Samhita’. ‘The legend relates thet the boar kept the wealth 
of the Asuras concealed behind the seven hills. Indra picks 
up a blade of kusa grass and piercing the hills, slew the 
boar. Thus the gods acquired the riches of the Asuras. 

A parallel legend appears in the Kapisthala Katha Sambi ta. 


SL SS SS SS ES SS NF ES NED GOS SS GD SEND SED GS OND cee ce ee eee ee 


1. Rfg-veda, VIII, 77, 10. 
Taittiriya Samhita, VI, 2, 4, 2. 


3. Bypert arsra aqre eeasditafeorar: MAST ary aPerary Tory 
ava aq er frst tafe a wer eh esaaterr eft | 


Kapisthala Katha Samhita, XXXVIII, 5. 
ee hee ge ae ee ee ae —— 
also compare alTs6a araysr: in the passage of 
the ES. i oa? 


. I am indebted to Profs GsC. Theale Lox helping me 


in the interpretation of the text. 


* It says: 

"There is a Varaha callea Emusa behind the twenty 
forts of the Asuras, who has all the wealth the demons, 
You (Indra) go and destroy him". Keith? has translated the 
term Emusa as fierce. The term is really the keynote to 
the character of the boar. Musa (Moga) means the one who 
carries off or steals, vama or i stand for the riches or 
treasures. Thus, Varaha or Emisa Varadha means the one who 
carries off the riches or treasuresy therefore, the earth - 
the embodiment of the riches. It may be noted in brief 
here that this very character is reflected in the words of 
Matsya Purana where Varadha is likened to the manisraga, 
the cornucopia, which is considered to be a nidhi. It may 

' refer symbolically to the act of Varaha of bringing forth 


the riches of the nether world in the form of the earth.” 


In the Brahmanic literature, the relation of Varahea 
with the earth is fully established. The boar becomes a 
personified form of the great deity Prajapati. The 
Kapisthala Katha Samhita’ refers to the following legend 


1. Keith A.B., op. cit., p. 30. 
Bs QTaTIsT TeTAY | yfersey, sat Poa: 
Matsya Purana, 248, 73. 


3. Dr. Moti Chandra, Nidhisrriga, Bulletin of the PWM of 
Western India, No. 9. p. 


4. Tiara T MTSE yeaa | aeq apes 
arety avatl generq | damag | 


Kapisthala Katha Samhita, VI, 7. 
SS 6 eee 
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' concerning the origin of the cosmos. 


"In the: beginning there were primaeval waters - 
Once Lord Prajapati, taking the form of a boar entered 
it (plunged into it) and he brought up (on the surface) 
the soil exactly of the size of his snout. That soil 
became this very earth". A similar legend appears in 
the Taittiriya Samhita’, It says that in the beginning 
there were only the primaeval waters, Prajapati taking 
the form of Vayu entered the waters where he saw her 
(the earth) and then in the form of the wees he brought 
her up on the surface, assuming the form of Visvakarma 
‘Planned her. She expanded and hence became Prthvi (the 


expanded one). 


Emusa Varaha is stated to have raised up the earth 


from the waters in the Satepathe Bréhmana*, The Taittiriya 
Aranyaka? mentions that the Earth was formerly upheld by 


the black boar with a hundred arms. 


Mythology of Varaha rescuing the Earth from the waters 
1. aTat aT eax afaendry | afery parafsatg yearsazg | 
q PATTY aT airet yeas eg | aT fasaat year 
CATE | UTS aT ofrenagq | 


Taittiriya Samhita, VII, 1, 5, 1. 


Ze gatapathe Brahmana, XIV, 1, 2, 11. 
+ afitguqort atwarPworr | 
SATAY aUTROT FOOT TANTRA 
Taittiriya Aranyaka, x, 1,584 
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is observed in its initial Stages in these passages 
from the Brahmanic literature cited above. I+ deserves 
to be noted that Varadha is one of the forms of Prajapati 
in its initial stages. His connection with Visnu, whose 
important incarnation he became in the later period, is 


completely unknown at this stage. 


The relation is also established between the boar 
and the sun due perhaps to its connection with the clouds. 
Varaha, right from the time of the Rig-veda was referred 
to as Vrsakapi . In the Vrsakapi hymn of the Rig-vede 
(X, 86), Vrsakapi stands for Varahe as suggested by Dr. 
q.P. Sheh?, In the Mahabharata it is stated that Vrsakapi 
in the fom Varaha. 

afUatre: Weeks aise ger Teqy | 
ACITY TATE yre: areagt at yarsha: | 


Mahabharata, XII, 330, 24. 


Harivamga’ and Matsya Purana? also refer to the iden- 
tity of Vrsakapi' and Varaha. Vrsakapi is identified with 
the sun in several texts. The Gopatha Brahmana (II, 6, 12) 


says: Adityo vai Vrsakapih. 


cat fay: yatreeqgag - 
grata: writes sear | 
Harivamsa, IIL, 34, 48. 


3. Matsya Purana, 247, 79. 
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In the Mahabharata he is considered to be one of the 


eleven Rudras (Mahabharata XIII, 7091). Harivamga ana 
Matsya Purana? 


sun or the Agni. 


establish the identity of Vrsakapi and the 


According to Dr. V.S. Agrawala* 


Agni-and Surya are the 
pr ata 8. 
names of Varaha. In the Bhagavata it is said,/Varaha is a 


the triple force of the cosmos which, according to the data 


patha Brahmana>+is symbolised by the sun. 


Lastly, the description of Varaha as 'Chkayapatni 
sahayo' goes to prove the same fact. Chkaya evidently 
is the consort of Surya, but here according to some Puranas’ 
—— = 
she accompanies Varaha. It shows that the original solar 


character of Varaha has been emphasised. 


In the Mahabharata, Varaha has definitely been incor- 
porated in the avatara cycle of Vigsnu. It is stated that 
Madhusudana or Jariaérdaana assumed the form of Varaha, Simha 


(Nrsimha), and Trivikrama®. The first detailed account of 


Matsya Purana, 246, 79. 


2. Dr. V.S. Agrawala, Yajna Varaha - An Interpretation. 
Purana Vol. V, No. 2, p. 225ff. 
=urans 


a Satapatha Braéhmeana, 10, 5, 2, 2. 


4. Harivamsa, 421, 34, 31. 
Also see Vayu Purana, VI, 22; Matsya Purana, 247, 73. 
wo A SAAST CATE STS ATSAY | 
ares era fafaserfa: wy: 
Mahabharata, VI, 63, 13. 
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the Varaha myth is found in the Harivamsa:. 


According to the texts on iconography, the Varaha 


images have two forms. It can either be anthropomorphic 


or zoomorphic. The Visnudharmottaramdescribes the var- 
ious forms of Varaha as follows: 

"Nrvardha should be represented on Sess, having 
four hands with a beautiful jeweled hood, his eyes full 
of wonder looking at the goddess. In his natural hands 
should be placed the ploughshare and the club and his 
other two hands should be held in the an jali-mudra. He 
should be adorned with snakes. In another form he is 
seen in the alidha pose on desa. On his left arm rests 
the goddess Earth, with both of her hands engaged in salu- 
tation. He’ holds the club in his upper left hand. The 
other holding the disc, may be raised in order to kill 


the demon Hiranyaksa, who has a trident in his hand*. 


1. Harivamda, III, 34, 30-43. 

2 FaTetsa at ara: SertePera: wy 
rsraagia: ara aerT err iat: 1 
ITAA eR SATITSTOTACT 
arent drupal aatedtey area 1 


‘afeaagy area aa aa: at sag | 
ay ACA AT: STAT: WSAAPISTA: II 
PRUATST RSA TTHT TS A AT I 
Visnudharmottaram IIT, 719, 2-7. 
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There is another way of representing Varaha where he 
is seated in meditation like the Sage Kapila. He may also 
be shown holding a Pinda, symbolising the earth, with his 


two hands, 


The fourth type respresents him amongst many demons 
as the very personification of anger. He may either have 


a human form or the form of a boar while uplifting the Earth. 


None of these forms described in the Visnudharmottaram 
appear in iconography. The earliest image so far found is 


unique from the iconographical point of view. 


It is an inscribed image belonging to the Kushana 
period, preserved in the Mathura Museum (No. 65.51). ‘The 
four-handed Varaha with his lower arms akimbo, holds in his 
upper hand a sun disc. The Earth goddess is supported on 
his shoulders and seems to be touching his mutilated snout. 
The $rivatsa mark appears on his chest. To the right of 
the main image is a Gandharva and the figure knocked down 
on the floor may be the demon Hiranyaksa whom Vardha had 


defeated as mentioned in the Visnudharmottaram, To the 


left is a devotee standing in the anjali-mudra. The two 
sun discs in the hands of Varaha signify his connection 
with the sun. (fig. 28) 


Several images of Varaha belonging to the Gupta period 


1. Visnudharmottaray, III, 79, 9-10. 


testify to the strong prevalence of VarSha worship in 

that period. The tudrGksasam, a drama supposed to have 
been written in the Gupta period also refers to it. Its 
gotholediing verse compares the great victory of Ghandragupta 
with VarSha's conquest of the Farth?, Caturbhani refers to 
Stkara-siddhi and indicates that the wrestlers propitiated 
him for strength. 


The colossal Varaha image of Udaygiri has been publi- 
shed several times. It is a two-handed image standing on 
the Sesa supporting the goddess on his snout. There are 
several rows of figures behind him who are considered to 
be the rsis. This is a peculiar feature so far not noticed 
in any other Varaha image. This huge figure occupying a 
very big panel of the cave, signifies, according to Dr. 
Agarwal and others, the conquest of the earth by the 
renowned king Vikramaditya, during whose reign this image 


is supposed to have been carved. 


Another very interesting image is found f®om Eran in 
Sagar District. There is a temple of Maha-Visnu supposedly 
built during’ the reign of Chandragupta Vikramaditya. I+ 


1. Mudrardksasam, VII,18. 

2. Caturbhani, (ed.) Motichandra, p. 196. Verse 62. 

3. Agrawal V.S., Gupta Yugmen MadhyadeSka Kala lmak eitran. 
Nagari Prac&rini Patriké, Vikramanta, p. 48. 

4. Zimmer, The Art of Indian Asia, Vol. II, Pl. 109. 
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contains a shrine of Varaha to its right side, in which 

is installed a colossal Varaha imaget, measuring 16' x ll". 
It bears a Brahmi inscription dated in the first regnal 
year of the Huna chief Toramana. It also records the cons- 
truction of a temple to enshrine this image, which indicates 
the importance of Varaha worship in that region. The image 
is to some extent similar to the Udayagiri Vardha, excepting 
the rows of rsis behind him. The Devi is shown hanging by 
the tusk of the boar. The image is two-handed, the right 
hand is kati-hasta, the left one rests on the knee of 

the folded left leg, which instead of being placed on the 
hood of the serpent is placed on the Btone base. Behind 

the right leg is a small female figure, probably a cauri- 


bearer. 


One of such early images is also preserved in the 
Dasavatara temple at Badoli. The right hana of the cod 
rests on his waist and the left one holds a lotus on which 
stands the goddess Ppthyi. The left leg of the god is placed 
on the hood of the taga couple (DGA No. 1819/60). 


A mutilated Varaha carved in the round, datable to 
the early years of the 5th century is found from Mathura 
and is preserved in the collection of Krsna Janmabhumi 


temple. 


1. Bajpai K.D., Sagar Through the Ages. p. 36, Pl. IV. 


1o4 


The Allehabad Museum*has a much mutilated but quite 
an interesting image of Varaha. It is carved on a square 
stone, probably forming a part of a big pillar. It has four 
figures carved on its four sides, one of which contains 
the image of Varaha with the Devi held on his left arm. 
Below his feet is seen the reclining serpent with human 
face, holding his hand in afjali-mudra. The left leg of 
' the god is on the serpent's chest and the other is on the 
coils. (Museum No. 292) 


It is remarkable that all the early images of Varsha 
mentioned above, except the one of the Kushana period, are 
two-handed and without any of the Vaisnava ayudhas in their 
hands. It is only in the late Gupta period that Varéaha 
images have four hands holding the peculiar emblems of 
Visnu. So far as is known to us, no text on iconography 
has described thé image of Varaha with two hands, like the 


sculptures described above. The description given in the 


Matsya Purana’ is doubtful about the number of hands 
attached to the Varaha image. If in the pada 20a the 
correct reading is tasya instead of tasyah, it may ind@i- 


eate four hands. 


: Mehavaréha holds the lotus and the mace in his hands. 
The goddess, whom he has bpought up by his pointed tusk, is 
seated on his left arm holding a lotus. Her eyes are full 
of wonder gazing at her lord. The right hand of the god 
Is placed on his waist. One of his legs rests on the Yiirma 


and the other one rests on the hood of the serpent Sesa. 


Generally the four-handed Varadha holds either three or 
oaietines four emblems in his hands, however, it is also 
possible to find the four-handéd Varaha without any of the 
Vakenerve emblems, for instance, the Varaha image found from 


hi FeTaTe Fear hy greed TETAY | “Sy 
| Teer sayaterrey Vera 1 2 Grose 
© | faeqatogrereargareercsaerg 1 
sferer afeted gq wl qear: yarcotg | 
gitety ser ovate arsgits 
Matsya Purana, 260, 26-30. 


. also compare the description given in the 
Silparatna, XXV, 113-115, 


and the description given in the ayeiuinabsbaibatidiings 
V, 72-76. 
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Rajim’ has four hands, the front two clasped near the 
chest, the lower right is hanging down and the lower left 
is placed on the folded tert! mec, The left leg of Varaha 
is placed on the hand of a aga in human form seated below 
with the hooded head. The Earth goddess is seen as in the 
other imagés, seated on the elbow of the god. In the adja- 


cent slab are carved many Waga figures in the anjali-médra, 
paying their reverence to the god. 


II 


The postuGapte and mediaeval period have produced 
innumerable Varaha images all over Northern India. The 
most common type is the image with four hands, the right 
hands holding the mace and/or the lotus, and the left hands 
holding the dise and the conch. Sometimes the dise is held 
in the right hand instead of the left. R.D. Banerjee has 
published several such images from Eastern India’. One 
of the distinguishing features of some of the Eastern 
Indian images of Varaha is that betweén his legs, there 
appears a small figure of the boar and, the goddess Prthvi 
‘by its side, indicating Varaha's dive into the primaeval 


1. Rao T.A.Gs, Elements of Hindu Iconography, Vol. I, 
Part I, Pl. XXXVIII. 
2. Banerjt R.D., Eastern Indian School of Mediaeval 
Sculpture,’ Delhi, 1933. Pl. XLV b, c, 4, e. 
¥, 
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waters to rescue the Earth, and the principal image, indi- 
cating his emergence out of the waters. There is no need 
to enumerate all the Vardha images found Pro’ tile whole of 
Northern India, some of which have already been published. 


Out of the overwhelming number of Varaha* images we have 
chosen some which are important from the iconographieal point 
of view. A small shrine at Devanigana near Abu contains an 
image of Varaha belonging to about the Bn century A.D. 
The god seizes with his lower hands, two Wagas by their 
tails. They are worshipping the god with folded hands. 

The upper right handof Varaha holds the disc, the upper left 
arm, Supporting the goddess on the elbow is mutilated. The 
ete right hand, besides holding the tail of the nagas 
(magi?) is in katihasta-mudra and the lower left hand 

holds the tail of the wWaga and the conch. Below on the 

left side stand two figures with folded hands. The leg of 
the god is supported on the hood of the Waga couple who are 
also seen paying their respect to the god (fig. 29). This 
peculiar feature of seizing the Hagas by their tails may 


1. Bhattasali N.K., Iconography of Buddhist and Brahmanical 
; Sculptures in the Dacca Museum, Dacea, 


1929, Pl. XXXVI. 
also refer to 
ASIAR, 1930-34. Part II. pp. 303ff. Pl. CLia. 
Burgess and Cousens, Architectural Antiouities of North- 
be ern Gujarat, p. 86 and 106. Pl. XLIII, xcT. 
Dave Kanialal, Gujaratnugfartividhan, p. 190ff. 
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symbolize the setiquest of Varatia, over the ont of 
the mesa world whom he had subdued, . 
dent Purge deseribes the image of Yaslng,Bo2 fn the 
serpent Sege in his hand”, 1 excepting this . ‘Stray refe-~ 
rence, no other text on iconography has any perenne to 
this particular feature of Vartha’ s igonography. 


An almost i@entical tinal oe tha is dn the shrine 
of the Sachia math temple at vat te Jodhpur. Here, 
the god has seized the n magi with foldea hiandsiy by her 
tail. In the upper right hand the ‘god holds the mace Pog 
while in the left hands are placed the conch and the dise, 
‘On the folded upper lett arm of the god is seated. the god- 
dess Ppthvi holging , Aotuses in her hands. The bent left 
leg of the god is placed on the full-blown lotut which 
4 supported by a naga couple. There is probably a dagger 
attached to the belt of the god. Saal image AS a beautiful 
specimen of the western Indian art ee the late ninth 


century (fig. 30). ; 


The exterior of the shrine of the same temple also has 
a similar image of Vear3ha in the principal niche on the sagt’ 
A Var&ha image holding the n naga figure in the hand is pre- 


served in the Jhalawar Museum. 


Vi a eetreey or: gr feray Fb 4 
: Agni Purana, 49, 18a. 
2. ASIAR, 1908-09, p. 106. te. 
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It is evident from the few images described above 
that this particular representation of Varalia ‘holding the 
Wage or Wagas in the hands, is a peculiar feature of 
Western India. . 


The Gwalior Mikio has.it 1+8 collection two peculiar 
images of Varaha, both pelonging to a¥out the 9th century. 
One four-handed Varaha holds the mace in his upper right 
hand and the lower right is in the Katihes ta-mudra. In the 
upper and the lower left hands he holds the dise and the 
conch. The goddess Earth is seated cross-legged on the 
folded upper left arm of the god, with one of her hands 
touching the snout of the boar and the other resting on 
her lap. The left leg of the god rests on a lotus having 
a long stalk, on the either side of which is seen a Waga 
and a Wagi. The second image is almost identical with the 
one deseribed above, except for the order of the conch and 
the wheel in the left hands of the god. A very noteworthy 
feature of these imagés is the small dagger attached to the 
pelt of the god on the right side. 


A much mutilated image found from Agroha in Punjab? 
resembles these images to a great extent. The god holds 
his common emblems - the mace, the conch which is mutilated, 


aes oe 
and the disc. The goddesses Sri and Bhumi are seen flanking 


1. Shrivastava H.L., Excavations at Agroha-Punjab, MASI, 
No. 61, Delhi, 1952. p. 3, Pl. X, i. 


the god on either side of the belt of the image. It is 
datable to Pa 9th century. 


According to the mind Sadia, di tyes tne and Devata— 


murtiprakarana, etc., one of the legs of Varaha is to be 
supported by the kurma and the otter by the rigas* ,» but all 
the images referred to so far place the raga or the nega- 
couple below his left foot, the kirma below the riht leg 
remaining absent. Fortunately, a couple of images heve 
come to light that tally exactly with the descriptions 


/ _ 
given by the Silpagastres 


One is the collection of the Allahabad Museum (No. 432), 
found from Khajuraho is a fine specimen of this type. Varsha 
with the Earth goddess on his upper. left arm, has one of 
his legs resting on a lotus held by a naga couple and the 
other is placed on the back of the. kirma. His ié¥er right 
hand is in the kathihasta-mdra, upper right hand holds ¢he 
mace, the upper left hand holds the dise and the lower left 
is broken. Below on the either side are seen the devotees. 
This richly-ornamented figure of Varaha has the small dagger 
attached to tis belt. 


Devatamirtiprakarana, V, 74b. 
_ also see 
tales toinplberateenp. 


Skanda Purana, II, Vyankatedvara 
eS pm 
Mahatmyam, 2, 16b. 


ia 
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One notable feature in this image is the presence 
Dhyani Visnu on the top of the panel. He is seated on 
a lotus forming the canopy over the head of Varaha. His 
two front hands are in the dhyana-médra, the other two pro- 
bably hold the lotuses. A much mutilated figure of Varsha 
preservéd in the State Museum, lucknow (No. H123), also has 
a kurma biiew his right leg (fig. 31). 


One may eeewtiten the propriety of Kiurma who is one 
of the incafnations of Visnu, appearing as a subsidiary 
figure under the foot of Varaha. But in this class of 
images, it seems to signify, like the Haga figures asso- 
ciated with the god, the nether world which the god had 
entered to rescue the goddess Farth. It is unlikely that 
the tortoise below Varaha represents Kurma avatara of Visnu. 


The Victoria and Albert Museum, London, has | 
image representing all the features peculiar to the Boar 
incarnation of Visnu. It is a haloed four-handed figure, 
holding from the lower right hand in the clockwise direc- 
tion, the tail of a Haga, the mace, the conch and the disc. 
On the elbow of the upper left arm is seated the goddess 
with folded hands. The figure is shaded with an umbrella. 
The bent left leg of Vardha rests on a lotus with a haga 
couple seated on either side of its stalk. Under the right 
leg is either a snake or a fish - the creatures of the 
nether world. A small dagger is attached to the kamara- 
bandha of the figure. The Sankha Purusa and the Cakra 
Purusa flank the main image (fig. 32). 


~ them, Var&ha is endowed with mltiple hands yi 
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The Sanskrit sources deseribe some other forms of 
Varaha which, however, have not been sculpturally repre- 
sented in Northern India. The Skanda Purana deseribes 
the image of Varaha having four hands, two of which hold 
the conch and the disc and the other two are in the abhg@ya 
and the varada-muara.? Though no such image has come to 
light from Northern India, this form is not unknown in the 


south. One stieh image of Varalia is published by ®.A.¢.Rao.2 


The iconography of Varaha prescribed by the Tantric 
texts is more elaborate, the purpose behinds its worship 


being the attainment of a particuler object. 


esa Thi 


disc, the conch, the sword, the degger, the iis aha the 
lance, while two of his hands are required to vetin the 
abhaya and the varada-madra. He should be aceompaiiied by 
the Earth goddess .° Besides these, according to the Meru 


" APT SST ATE at PY 
PSTN aTOT FUT Tay 
Skanéa Purana, II, Vaisnava khanda, 
Ot ee ——— 6 


Vyankategvara Meahatmya, adh. 1, 18. 


2. Rao T.A.G., Gp. Git.; vol. I, Part I. Pl. Xb. 


3. STATS STBAITSR PS aThtarseEaTy 
qAITY wostaTaw raha yeaaTsfrrray 1 
8S KeISIT WETS: ETE ST SAT | 
Tet sTaTsy J For freorens eared ler rey VI 


Mantra Maharnava, Purva khanda, Visnu_ Tantra, 


taranga, Fx 


rae 


163 


Tantra he is to be flanked by the goddesses Bhumi and 
Lakemi-, 


The classification of the Varaha images in the south 
Indien texts is referred here briefly. The Varaha image 
is classified in three forms, viz. Bhuvaraha, Ya jnavaraha 
and Pralayavaraha. Bhuvaraha has the human body and the 
poar's face. Two of his four arms hold the conch and the 
disc. One of his left arms supports the legs of the Earth 
goddess, seated on the god's bent right leg, while the 


right one embraces the goddess round her waist. 


Yajnavaraha should be seated on the throne, with laksmi 
on his right and Bhumi to his left, both of them holding 
the lotuses. The god should hold the conch and the disc 


in two of his four hands. 


Pralayavaraha is much like YajHavaraha, the only differ- 
ence being the position of the goddesses. One of the right 
hands of the god should be in the abhaya-mudra, the left one 
resting on his thigh.* , Ped 


¥ 


fe ? 
III ges 


So far the anthropomorphic representations of Varaha 


have been dealt with. The zoomorphic forms of Varsha is not 


1. Meru Tantra, 26, 189-190. 
2. Vadkhanasagama, Patala, 58. p. 196. 
; eee 
also see Atri Samhita, adh. 58, verses 25-47. 
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djcouapea-ixi detatle vy the SiipadSetma texts but the 
sculptors have tried to carve him profusely in this form. 
The representation of Varaha does not seem to be very 
popular in the eante period. It seems to have become 
favourite in the post-Gupta period only. 


An image of Mahavaraha, the earliest of this kind, 
is found at Eran in the Sagar Bistrict?. It is a huge 
figure of the boar with the figures of rsis and deities 
carved on its body. On one side of his neck is seen the 
Earth goddess, hanging by the tusk of the boar, with her 
left arm, exactly in the way the goddess accompanying 
Nrvaraha from Eran referred to above. In front of the 
boar is a Waga in human form. There are several rows of 
devotees (fig. 33). In the ear of the boar appears a 
flying figure. Near his neck is a belt with some unidenti- 
fiable figures carved on is. *prahnit is seen on its head. 


The image is datable to the Sith, century A.D. 
_ 


A few images of the kind have céme to light from the 
mediaeval period. An image of Adivaraha ils worshipped in 
the Sabalpur temple at Modasa, in Gujarat, datable to the 
llth century A.D. The seven-hooded serpent Sesa in human 
is standing on a Kurma with folded hands. The coils of the 


1. Coomaraswamy A.K., Visvakarma/ Pl. XCIII. /london, 1914. 


Keith A.B., Indian and Iranian Mythology (Mytho- 
logy of Races, Vol. VI), Pl. XII. 
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the conch is lying by its side. Images of Adivaraha have 


also come to light from Vijapur (fig. 34), Vihar, etc. 


-~ 


It is clear from the iconographic representations of 
Varaha that the cult had a wide prevalence right from the 
time of the Guptas. Individual temples, dedicated to 
Varaha are noted in some inscriptions. The stone pillar 
inscription from Eran, Central India, belonging to about 
the 6th century, mentions a temple of Varahat. The copper 
plate inscription of the time of Budhagupta, found from 
Damodarpur in Bengal, records the erection of $veta Varaha 
temple, somewhere in Nepal”. The shrine of the Varaha 
temple of the Gupta period still exists at Deogarh’. The 
Rajatararigini refers to the Yarahamila or Varahaksetra 
where the temple of Mahavaraha existed’. It also mentions 
that the king Lalitaditya installed a magnificent image of 


Mahavaraha?. The king Bhoja Deva of Kamauj had issued the 


2 


Mahiavarahaljeoins®. Thus, it is evident that the Varaha cult 


had attained the royal patronage and was able to maintain 


its high position continually till the late mediaeval period. 


1. ASIAR, 1923-24. p. 29-30. 

2, Sirear, D.C., Kokamukha-Tirtha. Indian Historical 
Quarterly, Vol. XXI, March 1945. p.56ff. 

3. Vats M.S., Gupta temple at Deogarh, MASI, No. 70. p- 2. 

4. Rajatarangini, VII, 1309-10 

5. Ibid., IV, 197. 

6. Cunningham, Coins of Mediaeval India, London, 1894, p. 49. 
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The female counterpart of Varaha also plays dvery 
important role. The Maitrayani Samhita identifies Varahi 
with the Farth?, She is never represented together with 
VarSha but acquired the position of a mother goddess indi- 
vidually. She is always included in the list of the 
Sapta-watrka also. Quite a few images of Varahi have 
come to light right from the 6th-7th century. Her icono- 
graphy is varied and is much influenced by Tantrism as 


well. 


1. Maitrayani Samhita, 4, 4, 6: 
2. Iyer K.B., Lalit Kala, No. 12, p. 48. (Addendum to an 
Article on a Two-Faced Varahi Image from 


Jogesvari .) 
* 
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NRSIMHA 
2 


It is rather difficult to trace the origin of 
Nrsimha worship because early Brahmanical literature has 
not preserved any tra@ition justifying the symbolic signi- 
ficance of the beast. The lion as an embodiment of valour 
is sometimes revered, but it does not seem to have attained 
that position of a deity which Varéha and other incarnations 


do. Dr. Goetz suggests that Nrsimha worship is the result 


of Seythian influence’, Fs 


?. 


; Whe, earliest reference to Nrsimha is his invocation. 


He is#invokea and deseribed as possessed of sharp claws and 
fangs”. 


aat artis: watsarg | 


a F 
"May Nrsimha, whom we meditate, as having sharp claws 


and keen fangs, inspire us!* . * 


A similar reference is als@ found in/the Mahanarayane 


Upanisad>. tide, AE, 


“it 


* Pa 
Neither of these references show any connection of Nrsimha 


with Visnu except that of juxtaposition - the invocation of 


ee Ne et ee ee slags aie aeen--- 

1. Goetz Hermann, The Early Wooden Temples of Chamba. 
p.. 85, ty 34.” ig 

2. Maittiriye Aranyaka, X, 1, 


3. fanarayana Upanisad, III, 17. 
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Nrsimha follows that of Vasudeva or Visnu. The deity whe 

is always connected with the destruction of the demon 
Hiranyakagipu in the form of an incarnation of Viggu in 


the Pauranic period, figures in the Vedas as 2 "divinity 


who can either protect or injure men". 


In the Maliabharata, Nrsimha is considered to be one 
of the incarnations of Visnu. It is said that Visnu assumed 
many different forms in order to protect the world, viz. 


Varaha, Nrsimha, Vamana and Manuse.t 
‘ ; a 


The fitst complete exposition of the myth of the 
npeanniysitee is found in the Harivamsa’. The demon Hira- 
pyakasipa, after performing hard penance for ten thousand 
years, acquired a boon which assured him protection agsinst 
gods and demons, Gandharvas and Yaksas, human beings, evil 
spirits and beasts. He remained unaffected by the weather 
and remained safe in heaven or the nether world. He could 
only be murdered by one whg was capable of killing him merely 
with a single stroke of his hand. This all-powerful demon 


1. haTeaT STata arg haere | 
ACTTOTEAT | afaret afcen dat a: 
pica ar br a 
SaTUaR RT AICATETETRTA 4 | 
WAG oe | 
efsigrPresrear gfetrat: GIT: 


k Mahabharata, XII, 337, 34-36. 


2. Harivamsa, III, 41-47. 


ae ampere my mo 


pn | 171 


These different accounts show: the common origin of 
the myth and hence Wilson is probably justified in presu~ 
ming that the Nrsimha myth is a popular legend adapted by 
the worshippers of Visnu to serve their purpose”. 


* 


I | "! 
The image of Nrsimha is described in brief in the 
Harivamda’. It only states that Nrsimha tears ‘Open the 
demon with his nails, and holds in his hands the thunder- 


bolt, the lance and the sword. 
* 
The Visnudharmottaram gives us a detailed description 


of. the images of Nrsimha. It says: 


"The Nrsimha image has strong shoulders, waist and 
neck. The middle part of his body and belly are lean. He 
has the face of a lion and the body of a man and his face 
is haloed. His ornamented image in a lidha pose wears a blue 
garment. His face and mane are flamboyant. He has to be 
represented as tearing the bosom of Hiranyakasipu with his 


sharp claws." 


1. Wilson H.H., The Visnu.Purdna/ p. 119. n. 2. /london, 1840, 
2. Harivamse, aN ae ata : . ts 
" Greamanferra: greg: gatet: 
, fisra® aeeeq Fraavar: warfeat: 

ITATSEATAMEITA» AATTOT STO: | 

PSTATHTATSRAGRY VATATRT AIST: || 

feqwasfratest: areasqet: at: 

Frateqars: adeat Saargraeaar 1 

Visnudharmottaram, III, 78 (2) 5 
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Another variety of Nrsimha image is also described 
by the same text: 

"He should be represented as seated on a Simhasana with 
his feet resting on the hands of Prthvi., Two of his hehds 
should be placed on the mace head. His body should be 
surrounded by flames and he should hold in his hands the 
conch, the disc, the mace and the lotus. His hair is 
flamboyant ."+ 


It seems, however, that the sculptors of the Gupta 
period hardly took into consideration the injunction given 
by the Visnudharmottaram, because from a:number of Nrsimha 
images available from the Gupta period, there is none that 


tallies exactly with the formulae given above. 


One of the most interesting early representations of 
the Man-lion incarnation is executed on a seal found at 
Basarh‘, datable to the early Gupta period. Nrsimha, with 
a lion's face and a human body, is seated on a high pedestal 


in the lalitasana pose, with the left leg folded and the 


st fteras garda: avat ar prar=eft: 
TE THCTHSHAETRT PaTAL TOT | 
SaTATITATERAG: PIG RTL 
qParca ee reea-aeagTSts gy at feet: 
TRIP TS THATS EY | attra: wy: 
SPSSTATETAT AT PSTHTTLE! | 
Vignudharmottaram III, 78, (2). 


2. Spooner D.B., Excavations at Basarh, ASIAR, 1913-14. 
pe 133. PL. XEVI, How Il. 
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right one hanging down. His right hand is raised up in 

the abhaya-mudra and his left hand is supported on his 
knee. The small inscription below on the pedestal is not 
decipherable. The demon Hiranyakasipu is conspicuous by 
his absence, and so also are the typical emblems of Visnu. 
The vanamala hanging upto his knees, howe,ver, indicates him 
to be a Vaignava deity. Another remarkable feature is thet 
he is only two-handed (instead of four-handed) unlike the 
other images. The Gwalior Museum has a similar Nrsimha 
image found at Besnagar, belonging tothe Gupta period. It 
is also a two-handed image supporting a thickly maned lion 
head on a standing human body. Both of the hands being 
broken, nothing can be said about the emblems held by them, 
if any. The vaneamala is seen hanging down upto the knees. 
Behind his legs is probably a small pillar indicating his 


emergence from itt. 


A similar image hailing from Pahlejpur*, about half a 
mile from the present Eran village, is lying in a shrine 
dedicated to Nrsimha. Fortunately, even thoughthe temple 
is in a ruined state, the image survives. This much-muti- 
lated image was probably only two-handed, like the ones_ 
described above. The face and the mane are strikingly similar 


to the one from Besnagar. This image, enshrined in a Gupta 


1. Coomaraswamy A.K., History of Indian and Indonesian 
Art. Bas ETO. 


2. Bajpai K.D., Sagar Through the Ages. p. 36-37. Pl. V. 


to Nrsimha, testifies to the high 
position acquired by Nrsimha in that period. 


A peculiar image of Nrsimha is represented in the . 
chaitya window of the famous Dagavatara temple at Deogarh. 
The god is seated on a full-blown lotus in ardhaparyan- 
kasana. His upper right hand holds the mace, and the 
lower right, supported by his folded right knee, holds 
the disc. The upper left hand holds the conch and the 
lower left is placed on the thigh. The fierce lion-face 
is surrounded by the thick locks of the mane spreading om 
the shoulders. The ornamental mukuta is an uncommon feature 
for the Nrsimha images of the Gupta period. The sculptor 
has tried to create an impression of flames around his 
head in the form of a halo. To°the left of the deity 
is a devotee in the efijali-meara’. 


Another peculiar representation of Nrsimha is also 
found in the Deogarh temple. A panel projecting in the 
entre of the doorway has an image of Visnu seated on 4 
coiled serpent. To his right stands a small human figure 
with a lion's head, evidently Nrsimha. I+ is four-handed 
with two of his hands in the afijali-mudra’. 


An exactly similar figure of Nrsimha with Visnu seated 
on a serpent's coils has come to light from the Udayagiri 


ne ec re ee ee re ee ae ee SS 
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1. Vats M.S., The Gupta Temple at Deogarh, MASI. No. 70, 
1951. Pp. 21, Pl XxXIIc. 
2. Ibid., Pi. E a. 


caves at Bhubaneshwar’. Both these images represent Visnu 


being adored by his own incarnatory form. 


In the Bharat Kala Bhavana, Varanasi, there are 
two square pillars belonging to the Gupta peri6d, on each 
side of which is carved a Vaisnava deity. One of the four 
sides of both of them represents a four-handed image of 
Nrsimha, standing in a SE pose and holding the 
usual emblems of Visnu. The lower right hand is placed on 
the mace; the left lower hand is placed on the dise which 
is mounted on a pedestal. The upper right hand holds the 
lotus and the upper left hand the conch. Both of them amy. 
adorned with the vanamala. Excepting the lion's face, the 
execution of these images is similar to the standing four- 


armed Visnu images (fig. 35). 


Before we proceed further with our inquiry about the 
iconography of Nrsimha, it is necessary to refer to a unique 
representation of the same found in a hillock near Kondamotu’, 
40 Eiies away from Guntur in a brick shrine, related ‘stylis- 
tically to the Nagarjunakonda sculptures. The main figure 
of Nrsimha is flanked on the right side by two and on the 
left side by three figures. Nrsimha is represented as a 
couchant lion with taut legs. The drivatsa appears prominen- 


tly in the centre of his chest. To this lion, at the level 


1. Danielou Alain, Hindu Polytheism. Pl. XI. ’ 
2. Khan Abdul Wahid, An Early Sculpture of Nrsimha, Hyderabad, 
1964. Pl. I. 


of the neck, belong two human hands holding the mace and 

the disc. To his right, the figure in abhaya-mudra and the 
conch in his hand, may be identified with Vignu. A figure 
holding the sugar-cane bow in his right hand and a makare 
standard in his left hand stands to the right of Visnu; he 

is probably Kama. To the left of Nrsimha a figure in tribhanga 
pose holding a flute and the bow, may be that of Krsna. Next 
to him may be Balarama holding a wine goblet in his right 
hand and with his left arm akimbo. The last figure carrying 
the sword and the shield in his hands may be that of Ani- 
ruddha. This panel perhaps represents the Nrsimha and the 
Paticavira worship, and if the interpretation is correct, 4% 
is acvery strong evidence supporting the prevalence of the 
Pahcavira worship in the early Bhagavata religion. Another 
noteworthy feature is the execution of Nrsimha which is com- 
pletely zoomorphic excepting the two human hands attached 

to the neck. Though no such image has been found from North- 
ern India, it is probable that this cult also existed there as 


early as the Gupta period. 


The most remarkable feature of all the Nrsimha images ; ina 
of the Gupta period is the total absence of the demon Hira- 
nyakasipu with whom he is so closely associated. The Vaikha- 
nasagama describes the single images of Nrsimha as the Kevala 
Nrsimha, but the images referred to above do not tally with 
that description. Kevala Nrsimha has either two or four 
arms. If he is four-handed, the upper right hand should hold 
the dise and the upper left hand should hold the conch. The 


front two hands should be resting on the knees. The Giri ja- 


& 


4 


Nrsimha, another variety of the single Nrsimha, should be 


| ted P in the utkutika posture, the 
shown sea on a padnisane utkut 5) > ‘ 
forelegs being supported in this position by the Yogapatta . 
Nrsimha seated with the yogapatta round his legs is conmonly 


found an the south rather than in the north’. 


The number of Nrsimha images found from the Gupta 
period is itself a testimony to the prevalence of the 
Nrsimha cult in that period. The Gupta Nrsimha images are 
not only numerous but are equally varied from the iconogra- 
phical point of view. These iconographical forms could not 
have been evolved without the strong patronage and support 
to the cult by the people. It is likely that the Gupta kings 
patroni,ed the Nrsimha worship, since the last of the Gupta 
kings is named after the deity. A temple dedicated to 


3 


Nrsimha in Sagar” testifies to Nrsimha being a prominent cult god. 


1. vad aire vgriratafterg at orat faraeutahy - 
segfeata® atafacat ere) aeterraey apy 
TT S-GRCATHUT aTqaatoPTeTs wha 
Prat at gears | 


Vaikhanasagama, Patala 58. p. 198. 
Also see Ibid., Patala. 58. p. 198, for Stanu Nrsimha. 
2. Rao T.A.G., Elements of Hindu Iconography, Vol. I, 


Part I. Pl. <iLI1. 
3. Bajpai K.D., op..cit., p. 36. 
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II 


In the post-Gupt@ period, Nrsimhe is almost invariably 
represented as killing the demon Hiranyakasipu. This emphasis 
on the destruction of the demon is reflected in the dhyanas 
given in the post-Gupta texts. For instance, the Matsya- 
Purana describes vividly the fight between the demon and 
the god. According to it, the image of Nrsimha is to be 
made eight-hendea,* fierce and having the face of a lion 
with thick mane. He should be shown to be tearing out the 
entrails of the demon. Their legs should be interlocked and 
the ‘demon with a sword and shield should be shown attacking 
the goat. 


The Agni-Purana describes the four-handed image of 
Nrsimha. ‘Two of his hands should hold the dise and the mace, 
and he should be striking the bosom of the demon with the 
other two. The demon should be lying on his left thigh®. 
1. ATU qo el pares array | 
Ws aerst aafearPraqyerery 1 
wreeiry aeract arid Pea: Gay | 
faPrrarssara 4 STAs TP ero | 
art {fat att ggfeasterery 1 
Gears wer: FaPICR OTST! 1 
afar Fete aeetrat yess: 

Seq yottaa wet Sew ATH oTs 
Matsya Purana, 269, 31-34. 
aURet fagareat aratqga sre: | 
TSSTT STATA Sy Saw TST ST: 1! 
Agni Purana, 49, 4. 


According to the other deseription given in the same Purfpa, 
he should hold the disc and the conch in his jwo hands and 
the other two shoulda be ehgaged in killing the demon’. 


Besides these four- and eight-handed images, we come 
across six-handed images of the god as well. Hence, the 
mediaeval images of Nrsimha can be divided according to 
the number of hands into the four-, six-, eight- and twelve- 


handed variety. — , 


The four-handed images generally hold the two Vaisnava 
emblems in the upper hands and the front two hands are shown 
employed in killing the demon. One such four-handed image » 
is in the collection of the Indian Museum, Calcutta. The 
god holds in his upper two hands the mace and probably the 
conch. The front two hands are tearing out the bosom of 
Hiranyakasipu who is lying on his folded left knee. The 
image seems to have been flanked by Sridevi and Bhumidevi. 
This mutilated image is a specimen of the Pala art”. 


An image of Nrsimha found from Suhania, now in the 
collection of the Gwalior Museum, is similar in the icono- 
graphical details to the one described above. He holds in 
one of his surviving upper hands the conch and the front 


two hangs are tearing the abdomen of the demon, who is 


1. Agni Purana, 49, 17. 


2, Banerji R.D., Eastern Indian School of Mediaeval 
Sculpture. Pl. XLVI c. 


lying on his folded right knee. The folded right leg of 
the god is supported by a serpent-hooc. 


A panel found at Manora, a village in the Kaimur 
range in Central India, depicts in a vivid manner the 
fight between the god and the demon*. The right foot of | 
the god is placed on the head of a prostrate demon holding 
probably a mace in his hand. The left leg is interlocked 
with the right leg of Hiramyakasipu who stands to the left 
ef the god. The front left hand of Nrsimha is tearing open 
the bosom of the demon while his front right hand is in the 
act of striking him. He holds the dise and the conch in 
his two upper hands. This is a very striking image of the 
8th century showing the god and the demon in combat. 


There are a large number of four-handed images of Nrsimha 
found in different parts of Northern India. As they are 
iconographically almost the same, it is not necessary to 
describe them here in detail. The Khajuraho Museum has an 
image of the four-handed Nrsimha in its collection with two 
upper hands in the abhaya-mudra and the front two hands en- 
gaged in destroying the demon as usual. He does not hold 


any emblem in his hand. (D.G.A. No. 1666/60). 


1. Khare G.H., Murti Vijfiana, Poona, 1939. Pl. X. 
Also see ( 
Banerjt , Rude; ASIAR, 1921-22. Pp. 70; 
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III 


The six-handed variety of Nrsimha image has not been 
referred to by any text on iconography, so far as is known 
to us. The Rajiva locana temple at Rajim in the Madhya 
Pradesh, contains a six-handed image of Nrsimha, datable to 
the 7th century. Here Nrsimha is standing on a demon lying 
prostrate holding a sword in his hand. The right leg of the 
god is placed on the hips and the left leg is on the tilted 
head of the demon. He is strangling Hiranyaka$ipu who is 
resting on his folded leg. The two front hands are proceeding 
to tear his éntrails. The two upper hands are completely 
mutilated. Hiranyakasipu wears long moustaches and holds 4 


sword in his right hanat, 


There is another such image of Nrsimha in the collection 
of the Dacca Museum. The two natural hands are engaged in 
tearing open the entrails of the demon, the lower two hands 
hold tightly the hair and the legs of the demon and the upper 
+wo hands hold the attributes which are not clearly visible. 
The bent left leg of the goa is crushing the chest of another 
recumbent demon. A remarkable feature of this image is that 
the sculptor has tried to narrate the myth of Nysimhe in 
stone and so we find to the right of the main figure a small 
pillar surmounted by a lion head, symbolically representing 
the sudden appearance of the god from the pillar. 


eee Se Oe ee Se SS SE EE ee Se TS SS SO SE SS Ge SS SND CE SE SD SDD ES Ee eS NY Cee OS SS ee Se Hee 


ov 5 
ie Dixit M.G., Sirpur_and Rajim Temples. Pl. 74-75. 
2. Bhattasali N.K., Iconography of Buddhist and Brabmanical 
Sculptures in the Dacca Museum. P1.XXXVIT b. 
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A similar image, with a very detailed representation 
of the whole episode has been found in Birbhum. On both 
the sides of the main figure are carved scenes depicting 
the earlier part of the legend. To the right is a’ figure 
in ahjali-mudra facing an enthroned person, presumably 
Hiranyakasipu and his son Prahlada. To the left of the 
main figure is seen Hiranyakasipu kicking the pillar of 
his hall, thus challenging Prahlada to prove the presence 
of his god there. It also shows the appearance of the Man- 
lion from it. The miniature Man-lion at the top of the 
pillar has raised his hands in the abhaya-mudra to offer 
protection to Prahlada. The six-handed Nrsimha in the cen- 
tre has lost three of his hands. The front two hands are 
taking out the entrails of the recumbent demon on his lap 
who is holding the khadga in his hand. The upper right hand 
seems to have been in the abhaya-mudré. The bent left leg 


of the god is trampling a prostrate demon. 


An image found at Vikrampur is another such represeh- 
tation of Nrsimha. He is standing on a recumbent demon on 
the lotus pedestal. He holds the demon Hiranyakasipu by 
his hair and the leg, the two front hands are occupied in 
tearing out the entrails of the demon. The upper right hand 
is probably in abhaya-mudra and the upper left one in the 
tarjani-mudra. Below the lotus seat is carved the figure 


ee ae ee ES NE A SD Ce ES SS EES Se Se ET SS OE SP EN SD SS SS SET ne eNeS SE ee SET eS 


l. Dixit K.N., ASIAR, 1921-22. p. 80. Pl. XXVIII b. 
Banerjd* R.D., op. cit., Pl. XLVI b. 


of Hiranyakesipu kicking the pillar out of which emerges 
the small figure of Nrsimha. To the right of the pillar 
stands Prahlada in worshipful attitude. At the end, on 
the right side of ie peaestal, appears Garuda with 


folded hands. 


The Allahabad Museum also has two six-handed images 
of Nysimha, one of them from Uchandi is datable to the 
7th century. But these images are very mutilated and the 


iconographical details are not clear.. 


A Nrsimhe image from Devagana near Abu is a fine 
specimen of 9th century workmanship. Hirapyakasipu is 
lying on the folded right leg of the god who tears asunder 
the entrails with his front two hands. One of his left 
hands is in the tarjani-mudra and the rest are broken. 

To the right of the main figure appear two demons, near 

his left leg appear other two defeated demons one recumbent 
on the ground and the other seated, while a demon holding 
the sword in his hand is standing there. The folded right 
leg of the god is placed on the shania? of a figure wearing 
mukuta, with a benign expression on the face. He may be 
jdentified as Prahlada revering the god (fig. 36). 


A note on the mudras associated with the Nrsimha images 
may not be out of place here. Several images described above 


1. Banerjee R.D., op. cit.,Pl. XEVI a. On the lintel of 
the Valam temple in Gujarat there is an image of Nrsimhe. 
The upper left hand is in the abhaya-mudré and the front 
two hands are tearing the entrails of the demon, as usual. 
The rest of the ‘six hands are broken. 
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amie the abhaya-mudra, obviously indicating protection to 
Prahlada threatened by his own father. The tarjani-mméra, 
shown by the Vikrampur and the Devangana images described 
above, is meant as a threat to fue arrogant demon who 


refuses to accept the omnipresence of the god. 


An interesting 9th century image of Nrsimha from 
Chamba exhibits two different unidentifiablemdras. The 
figure is seated on a simhasana with both of his legs hanging 
down. The god wears only a loin-cloth. His two natural 
hands support his chin and the other two hands are in 
tripataka-mudra, the significance of which is not yet 
known. A small piece of cloth tied to the figure just 
below the chest, may have some esoteric significance or 
maybe a yoga patta. On the pedestal are carved to minia- 
ture figures of the Man-lion. It is a very forceful 
representation of the Man-lion with rolling eyes, open 
mouth, and expanded nostrils. His thick mane is spread 
over his shoulders. It is remarkable that the god does not 


hold any of the Vaignava Syudhas. 


The six-handed variety of Nrsimha was evidently very 
popular in mediaevel northern India. It does not differ 
very much from the four-handed variety because the purpose 
of the two additional hands is merely to hold the demon, 
who is lying on his lap, by his hair and leg. It is also 


Dp. 83. Fis TV. 


noteworthy that the eastern Indian variety has a pecu- 
liarity of its own. The eastern Sculptors have a tendency 
to narrate the legend of Nrsimha in the same panel, and the 
method is to carve the important incidents of the myth by 
the side of the main figure or below on the pedestal, as 


in the Trivikrama images. 


IV 


The eight-handed variety of Nrsimha is described in 
some Sanskrit texts besides the Matsya Purana and the 
Vaikhanasagama. The Silparatna gives a detailed descrip- 
tion of the images of Nrsimha. According to it, the 
"image of Nrsimha must have a fierce lion-face and eight 
hands striking the demon with his finger nails lying om his 
lap holding a sword and shield, pulling out the entrails of 
the demon with two hands. The remaining right hands should 
hold the disc and the lotus, and the heft hands the mace 


and the eonch."= 


The Devatamurtiprakarana also gives a similar account 
of the Nrsimha image but instead of four ayudhas the god is 
said to hold only two; the remaining hands are occupied in 


Killing and striking the @emon.* 


Sa Ria: idl icsiattici me tccsnsimein 
1. Silparatna, Uttara phaga, Adh. 23, 8. 


2. Devatamurtipraarana, V, 717-84. 
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| The eight-handed images of Nrsimha are not as numerous 
as the four- and the six-handed ones. An eight-handed 

image lying in the verandah of the Laksmana temple at Sir- 
pur, belongs to the beventh century. In this image, the 
upper two pairs of his hands are in the abhaya-mudra and the 
two front hands are engaged in the act of destroying the 
demon who is hanging upside down between the legs of the 
god. The lower right hahd is seizing the hand of the demon 
while the lower left hand is broken. His hands are thrown 
round the legs of the god. It is a forceful and vigorous 


representation of the god (fig. 37). 


The excavations at Amb in the Punjab have brought to 
light an image of Nrsimha, much mutilated and of crude 
workmanship. The upper right hand of the god is in the 
abhaya-mudra, the second right is in the tarjani-mdra, 
the third is holding the hair \mot of the demon recumbent 
on his right leg and the fourth one is tearing open his en- 
trails. The left side has preserved only two hands engaged 


in holding and attacking the demon. ; 
e ‘Se 


The Lucknow Museum has @ beautiful image of the eight- 
handed peta which is interesting from the sednographaeal 
point of view. The execution of the elaborate iconographical 


details, and its superb artistic quality class it among one 


. 
ee ee ae ee we ee em seen ewe ee ee See 
<i 


1. Archaeological Survey Report, Northern Cirele, 1913-21. 
Hindu an@ Buddhist Monuments. Pl. VII, 2837. 
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of the most interesting images of Nrsimha, datable to the 
oth century. The two upper hands hold the n@gapada. Toge- 
ther with the end of the nagapaga the upper left hand also 
holds a shield. ‘The second pair of hands holds the mace 
and the dise; the third pair‘is broken and the fourth pair 
is engaged in tearing out the entrails of the demon lying 
on the folded right leg of the god, Below this is repre= 
sented a defeated demon fallen on the ground. The goddess, 
Y with a lotus in her night hand, +o the right of the main 
figure, is probably Laksmi. A My cteentan'’) figure to his 
left is holding a snake in his hand. Brahma and Siva are 


earved above on the panel (fig. 38). 


| i 
The presence of the nagapasa obviously points to Saivite 
or Tantric influence on the Nrsimha cult. Nrsimha with the ‘ 
“. ‘. ae 
pasa in his hand is described by the latter texts like the 


Paramesvara Samhita.* Et prescribes the lotus, the goad, 
the pestle, the disc, the conch, the bow and the arrow, the 


noose and the mace in the hends of Nrsimha. 


Another image holding the paSa is in thé collection of 
the Gwalior Museum,» The four-handed g6@ holds in his upper 


&. ¥ agatgat 3 aad apregTRy i 
. eat are os states garg | 


‘ie Paramegwara Samhita, Adh. 23. 48-49. 
(ed, Shri Govindacharya, Tiruchi, 1953). 


‘. 
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two hands the pasa. 


The Nrsimha image is sometimes even endowed with 
multiple hands. The ceiling of the Jain temple of Vima- 
lavasah at Abu, contains a twelve-handed Nrsimha with his 
legs intertwined tightly with the legs of the defeated 
Hiranyakasipu. The palm of the upper right hand of the 
god is mtidkutied ous aenr his forehead as if in the abhaya+ 

mudra. The second vier hand is also in the abha a-mdra., 
‘the third hand is in the act of tearing open the bosom of 
the demon, the fourth is holding a mace, the fifth is piercing 
t the abdomen of the demon and the sixth is holding his. ye 
gon the left side, the first two of the hands are broken, © : 
the third is proceeding to attack the demon, the fourth and 
the fifth hold the dise and an indistinct object and the | 


sixth is tearing open the eittrails of the demon. The god's 
: 1 


rolling eyes, and lolling tongue give him a fierce look. 
This image points to the adoption of Hindu gods in the 
Jain mythology. 


Another such multi-handed image is in the Laksmana 
temple at Kha juraho.* The god is showh tearing off the 
demon lying on his lep as usual. Excepting the front two 
hands all the rest are» broken. 


dled ntsieebdiirnn des ante wenn n nn nnn nga ' 


: a 
1. Dave K.B., Gujaratnu Martividhan,. Pl. a ig 
2. Agrawal Urmila, Khajuraho Sculptures and their 
» Significance. p. 37. Pl. XII. 
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The elaboration of the iconography of Nrsimha and his 
association with Seivite emblems testify to the impact of 
Tantrism on the Nrsimha cult towards the 9th century. His 
most important function recedes into the background and 
the object of the worshipper is to invoke him as a powerful 
god.with multiple hands, and a terrific face. He ceased to 
be merely an incarnation of Visnu and attained the position 
of a deity with Tantric significance. The intention behind 
this kind of worship was generally to achieve a particular 
object, mostly a harming one like the destruction of the 
enemy or the death of a person not in favour. The dhyanas 
are more like charms denoting some esoteric significance 


than merely means of emphasising a simple act of worship. 


We may here refer to some of the dhyanas of Nrsimha with 
the multip¥#e hands and emblems, though they are of a later 
date. In the Paramesvara Samhita he is “described as Sundardana 


Nrsimha.+ "He has reddish tawny eyes and hair, red garments, 


atts Sgt aaT aT PR seg 7 
TY TTB Tl Tsay: 

OTe St dat ag ast a yee aT 

fagatharagrfer yea PraahRa a | 


Paramesvara Samhita, kriyé kande, 
Adh. 23. 45-47. 


sture.* He ae a in nis. 


first right, javelin, endbag five-bovl, goda, shaft, 3 


battle-exe, dise, bow with arrow, noose, ePreneninene; 
derbolt, mace, ee and tetaent. 


* < * 


gk is endgwed, ‘with tnarty-two sop by the 


lad sihesd ye Snel Be Se ad, att: ie 
: _eafew. ~— (short Javenin), brore, ‘elub, and 


a 


-mudra.. “In the left nse 

« there | are “anaes shiela, noose, Sie, tirenpot, 7 | : 
kundike, karmuka (a powl-shaped ‘instrument), jgni mars ote 
mace, damaru, and Sixpe (wisinowing apis Pi gin ape in 
qeredee magi fe strikes the demon on his eee with two | 
and with the other sh he —— up, BAS gpa lo; cnother a 


is senesced in ‘tearing open tad bosom* 
+ 


Sueh imegesaré found. only in’ igi ranbe period, ‘ana wii 
‘ ry ia 
too eee heute malig a 4 


hd 
a 

* 
eB 


* 


Some of ne texts: deseribe Nrsimhe| seated with 
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appearance when he is embracing laksmi. He holds the 
@iscus and bow and his éyes are like the sun and the moon. 
His hands are extended to the knees and he is seated on 4 


lotus of thirty-two petals.+ 


Maha 
The Naradiya Purana portrays rather the fierce aspect 


of Lekemi-Nrsimha.. According to it, lakemi, holding a lotus 

in her hand, is embraced by Nrsimha. He wears a gariand of 

entrails, and the yagtopavite madet of a serpent. He has 

five faces \adagned with the moon-crest, one of them being 

green; each face has three eyes. Ten) hands forming 2 circle 

hold the rosary; mace, lotus, conch=shell, bow, pestle, dis- 
. 


2 
cus, sword and arrow. 


The imagés of Lakemi-Nrsimha are not to be found before 
the thirteenth century. A shrine dedicated to Nrsimha in 
the Jagannathpuri temple, contains a collossal image of 
TakemY-Nrsimha. a 


: 


The survey of Nrsimha images ins the foregoing pages 
shows that Nrsimha was regarded as one of the most favourite 
incarnations of Vignu in almost all’ the parts of Northern 
India. It must have been greatly patronized in the Gupta 


period, and even after that Nrsimha continued ‘to exert 

1. Skanda Purana, Vaisnava khanda, Purusottame Mahatmya. 
Adh. 28, 27-29. 

2. Naradiya Mahapurana, Purva Khanda, Adh. 71, 51-55. 


c rs ed inmate 1 
ae eer A leeting ee spe: Le tee tle lant 
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VAMANA-TRI 


It is an established fact that tie Vamane myth has 
its germ in the “three steps" of Visnu referred to in 
the Rig-veda’. Visnu's feat of traversing the universe 
with his three steps is explicitly alluded to in the 


ee frwyfiagh Farts sh acy 1 aywET aTGy II 
Srfor ust fat freprfot aera: 1 aah estfer erqay i! 
Griffith translates it as follows: 
"Through all this (world) strode Visnu, thrice his 
foot he planted and the whole was gathered in his foot- 
steps dust." 
There is hardly any controversy about the interpretation 


of the three steps of Visnu referred to above. His three 


steps could represent, as indicated by Aur 
accepted by several scholars, the rising, the niaadlty end 
the setting sun. Macdonell, agreeing with Bargaine, 
interprets the three steps "as the course of the solar 
deity through the three divisions of the universe."° 


1. Macdonell A.A., Vedic Mythology, p. 39. 

see also Gonda, Aspects of Farly Visnuism. p. 145. 
2. Yaska, Niruktam, 12, 19. Commentary by Aurnavabha. 
3. Macdonell A.A., op. cit. p. 38. 
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"Within his three: steps that are full of honey all 
1 


beings dwell." 1 


This feat of Visnu is sometimes ascribed to his desire 
to be benovolent to men. He is said to have traversed the 
earthly spaces for men in distress’. "He who for man's 
behoof in his affection thrice measured out the earthly 
regions, Visnu ---." 

R-V., VI, 49, 13. 
At another place, Visnu is applauded for traversing the 
earth to bestow it on men for inhabiting. 
"Over this earth with mighty step strode Visnu, ready to 
give it for home to Manu. In him the humble people trust 
for safety; the nobly born hath made them spacious 
dwelling." 

R.V., VII, 100, 4. 
A very similar idea is expressed in 7 hymn where he is 
said to have taken vast strides with Indra and stretched 


4 as 6 ht eceioteas GA 
ao Prarg gferrga attet srerq qearhs faear 11 


R.V., I, 154, 4. 
2 at art fash or her hr Prtesteephe athens | 
qea Y wioeeary Wrasse sears aay FI 
R.V., VI, 49, 13. 
3. fest yfedtrsr eat Stara fersepiget szeaq | 
Wat sey eat ware sever ha qahareary | 
R.V., Vig, 200, 4. 


195 


out the world for our exttenoe>. 


We may well ascribe the origin of the Vamana- 
Trivikrama myth to this particular function of Vignu. 
Not only that, Dr. V.5. Agrawal" traées the reference to 
the Vamana Visnu conception to a reference where "Vamana 
is conceived as a yuva kumara, or a young hero of beautiful 
form and Virétea Vignu as a giant form." 


Rive) Iy 155, 6. 


Later on with the legendary introduction of the fight 
between Devas and Danavas as well as the supremacy of the 
Asura king Bali, the myth of Visnu rescuing the world from 


the Asura domination, was woven round this very theme. 


A remarkable point in the evolution of the pasic 
concept of avatara is its association with Visnu right from 
its initial stages. Unlike other avataras, Vamana is not 
a separate entity later on synthesized with Visnu, but it 


represents the eSsential and original aspect of the God. 


/ 

The development of the myth starts from the Satapatha 
Brahmana’. The gods and the Asuras were contending for 
eee eens Odea 
superiority, and the Asuras thought that they were the 
masters of the world. Thereupon, they got together and 


ee ee ee ee ae Se eS SE ES ee SSC SED SD SE SS Same END Ce Se SS GEES GD GY eS Se SS Sa 


La BuVes VI, 69, 5. 
RS 
2. Agrawal V.S., op. cit., p. 61. 


3. Satapatha Brahmana, I, 2, 5. 
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decided to divide the world amongst themselves. The gods, 
anXious to have their own share, rushed to the demons 
accompanied by Visnu in the form of Sacrifice. The Asuras 
replied, "as much as this Visnu lies upon, and no more, 


we give you.” 


Now, Visnu was a dwarf, hence the gods laid him on ail 


the three directions and thus obtained the entire earth. 


A similar legend is related in the Teittiriya Samhita* 
and the Taittiriya Brahmana’. In the earlier versions of 
the story, referred to above, Visnu, instead of measuring 
the world with the three steps, extends his steps to. the 
three directions to obtain the possession of the entire 


earth. 


The more evolved form of the myth of king Bali and 
Vamana is, for the first time referred to in the Ramayana? . 
Visnu assumed the form of a dwarf in order to subdue the 


1. Taittiriye Samhita, II, 1, 3. 
2. Taittiriya Brahmana,I, 6, 1. 


. atraragqurrs aM aay WFATY | 
meee 3 ANY vary Tremy: ATR TTY | 
fife: greaar atararaery fates: | 
wa fe var geert gfe atoeatreste 1 
fattareg cart at gia tres | 
4 3 aereaf yeaT uTaTaaaaT hay 1 
Ramayana, I, 27, 12-14. 
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pride of the Asura king Bali. He approached him at the 
time when he was performing a sacrifice and asked for the 
gift of the land measuring the size of his three steps. 
When granted the boon, he enlarged himself into a wonder- 
fully giant form and measured the entire earth with his 
three steps. King Bali was finally sent*to rule the 


nether world. 


a 

The legend of the Vamana incarnation is related in 
many as, the contents being almost similar in all 
of them. It says that there ensued a fight between the 
Devas and the Asuras. Bali, the king of the Asuras 
extended his authority over the three worlds inflicting 
an overall defeat on the gods. Visnu, at the request of 
the gods to restore them their former power, assumed the 
form of a dwarf and approached king Bali at the time of 
the sacrifice. He asked Bali to give him as much space 
as could be measured by his three footsteps. King Bali 
with all his generosity, agreed to offer him that boon 
inspite of all the warnings by his guru Sukracdrya. Visnu, 
then enlawhed himself to such great dimensions that he 
covered the three worlds With’ his three steps. King Bali 
was offered the sovereignty of” Paitala’ ana ultimately the 


gods could regain their position. _ 
1. Harivam$a Purana, III, 58-68; Matsya Purana, adh. 161- 
167; Agni Purana, adh. 5; Padma Purana, adh. 266-67; 
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The iconographical representation of Visnu in this 
avatara is mainly done in two ways. He is either to be 
sculptured as Vamana or dwarf, depicting the earlier part 
of the story, or as Trivikrama - the dwarf grown into a 
gigantic stature measuring the three worlds with his 
three strides. 


° « 


‘The Yconography of the Vamana or the dwarfish form is 
simple but the descriptions given in the Sanskrit texts 
are varied. The image of Vamana shows him either as a 
mendicant or a Brahmacarin. The only emblem to be held by 
Vamana according to the Visnudharmottaram is the staff. 
"The god Vamana should have crooked limbs and a fat body. 
He carries the staff and is prepared for studies. His 
colour should be dark green like the durva grass and he 


should wear an antelope skin".+ 


The Agni Purana prescribes the umbrella and the staff 
as his emblems, if the figure of Vamana is two-handed.” 


So Ee ee SE ee Se es GE ee OS SS ee ee oD Oe ae os oe ae ae me ee oe ee ee ee 


‘ wont avert tq: datertaad ta: 
rrrrats afeat quér arerpetear: 1 


Visnudharmottaram, III, 65,49. 


@qrevel ara7: eaTsHaT SaTSahS “FETT: | 
Agni Purana, adh. 49, 5. 
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The representation of Vamana in any of these forms is 
rather rare. It may be noted that Vamana figures, though 
# 
not uncommon in the Gupta period, are not as numerous as 


those of the Varaha and Nrsimha. 


A square stone, in the collection of the Allahabad 
Museum, contains a figure of Vamana on a panel on one of 
its four sides. It is a pot-bellied dwarfish figure, wear- 
ing a loin-cloth reaching upto his knees. His hair, untied, 
is hanging @own on his shoulders. His right hand is in 
the varada-madra, with an aksam&l1a , whereas the left hand 
holds a kamandalu. The legs of this figure are too small 
in proportion to the whole body. The figure is a specimen 
of the Gupta art ahd is one of the earliest images of Vamana 
so far found (fig. 39). A similar figure of Vamana is in 
the Bharat Kala Bhavan, represented on one side of a square 
stone, holding the kamandalu in one hand and the aksamala in 
the other. 


Various later texts have described the figure of 
Vamana holding the kamandalu and the umbrella in his hands. 
The Devatamurtiprakarana specially attributes the figure of 
Vamana with the sikha and the Yajnopavita - the indication 
of a bramacarin or a mendicant. He should hold the umbrella 


and the kamandalu in his hands-. 


Devatamurtiprakarana, V, 71. 
also compar 


e . 
Manasollasa/ III, 1, 697-698. aekwad Oriental Series, 
Silparatna, 25, 111, 112. Baroda, 1939. 


_ 
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The figure of Vamana holding the umbrella and the 
kamandalu is invariably seen in the Dasavatara panels, 
but his separate representation in this form is not 
known, even though many texts on iconography have referred 
to it. 


A panel projecting in the centre of the doorway of 
the Dasavatara temple at Deogarh, represents a very 
peculiar image of Vamana. The panel contains an image 
of Visnu seated on a serpent in the centre. To his right 
is a small figure holding an umbrella in his right hand 
and in his left hand is supposédly in the varada-mudra-. 
It might represent Lord Visnu revered and atered by his 
own incarnational form. An exactly similar representation 
of Vamana is found to our great surprise, at the Udayagiri 


caves at Bhubaneshwar“; The figure of Vamana in this 


panel is to the left of Visnu rather than to the right. - 
Or 


The image of Vamana cotld also be four-handed, but 

*\. Ge - 

the emblems in his hands differ according to different ‘en 
= 


texts. 


The Bhagavata Purana gives quite a detailed descrip- 
tion of the image. The emblems to be held by the deity are 


the umbrella, the staff (danda), and the kamandelu full of 

1. Vats M.S., The Gupta Temple at Deogarh. MASI No. 70, 
es. 12. Pl. IX a. 7” 

2. Daniélou Alain, Hindu Polytheism, P1.XI. © 
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water in his three hands, while the fourth hand is in 
the abhaya-mudra. He wears the antelope skin, the 


_yajfhopavita, etc. * 


Sometimes he holds Shqggne tee which are in no way 
relevant to the role he nieve as an avatara. For ins- 
tance, according to the Pauranakarma, he should hold 
the Sarhga, the bow and the arrow in his three hands. 
The emblem to be held in the fourth hand is not men- 


tioned’. 


The Gandharva Tantra imagines the image of Vamana 
just like that of ordinary Visnu images, holding the 


peculiar emblems of Visnu. 


"Batuka (Vamana) has love fie eyes and fair 
golden colour. He should hold ain his four hands the 
mace, the conch, the lotus and the disc?." 

Xx e° 


A number of the four-handed mediaeval images of 


ated art fay srararorest ef i 


Bhagavata Purana, VIII, 18, 23-24, 
2. . A ITgayeter yrery ara = | 


Pauranakarma, , Samachar Press, 
Thana), Iii, - 
TST 4 Met yay arty was. 1 


Gandharva Tantra, 2h. Tse 
Kak & — Srinagar, 1934. 19, 6-7. 


wee tit 


Vamana holding the emblems of Visnu are available. It 
deserves attention that the early images of Vamana, like 
,the description éivenggn the early texts cited above, 
are invariably twoullandea!, 

7 ms! , 

A very significant point to be noted here is the 

fact that side by side with these Vamana images ‘there 
is to be found one of the —" of twenty-four forms 
of Vignu, (also designated as "VSmana) holding his four 
peculiar emblems. This poses the question whether such 
images should be considered as the representation of the 


Vamana avatara of Visnuor as one of his caturvimsati forms. 


If we examine such images in detail, we notice that 
the execution of the figure oP axy of the twenty-four 
forms of Visnu is always proportionate, every limb being in 
equal proportion to tistehe yg ‘body. Whereas the figures of 
Vamana show a deliberate. 4 adbebaction of the body, particu- 
larly the legs and the belly. It is always a pot-bellied 
figure with rather short lege indicating a dwarf. This is 
the only descriminating point to decide whether the image 


is that of & Vamana incarnation or of the twenty-four forms 


1. See Viepudbaieotteran, Agni Purgna, on Ds 19% above. 
Also compare: 


Vaikhanasdgama, Patala 53, 


p. 199. 
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of Visnu. A striking point here is the position of 
emblems held by the image, which are exactly in compliance 
_ with the vewtdions of the emblems prescribed for the 
Vamana form of vignu by several texts?. According to the 
Padma purana and the Ripamandana it should hold, starting 
from the lower right, the lotus or the rosary, the mace, 
the disc and the conch in its four hands. The order of 
ayudhas held by the Vamana aWatara of Visnu is also the 
Same, aS will be shown below. Hence, it may safely be 
concluded that such images show an attempt to synthesize 
the two aspects of Visnu viz. the vyuha and the vibhaya. 
It is just the fancy of the sculptors of the mediaeval 
period who tried to combine the two aspects of the god 
in one image, because no such representation of Vamana 


has come to light before the mediaeval period. 


A beautiful four-handed image of Vamana, pot-bellied 
Standing on a lotus SSeaun: datable to the 8th century 
A.D., is preserved in the collection of the Bharate Kala 
Bhavana, Beneres*, the lower right hand is in the varada- 
mudra, the rest of the hands hold the mace, the dise and 
the conch. Sridevi and Saraswati flank him and below on 
the pedestal are represented the devotees with folded 
hands. 


1. See Appendix I. 
2. Agrawal V.S., op. cit., Pl. tgs facing oe 


% 


J 


one of the Buddha figures. A donor couple, devotees 
and Byudha-purusas flank the central figure. Around 
the panel are depicted the avataras of Vignu, also Brahza 


and Siva, and on the top is an unidentified figure in 
At times, the hair of Vamana in ;this curls with a 
top knot, indicating him to be a mendicant. 


The Sanskrit Vidyapith, Varanasi, has a fine image 
with curly hair and the top-knot or usnisa. This image 
=r 
datable to the 10th century A.D. holds in his upper two 
hands the mace and the disc, the» lower two hands are muti- 


lated. On @ither side appear much mutilated Byudhe 
purusas. (fig. 40). 


The Vamana temple at Khajuraho eontains a similar 
figure published by Urmile Agrawal”, 


In the Jhalawar Museum (ie. 12) and the Jaipur Museum 
(No. 11201) ‘also similar images of Vamana are exhibited. 


Later Tantric text, like Meru Tantra, describe a very 
peculiar form of Vamana, termed Dadhi Vamana. The text 
prescribes that Vamana should carry pots full of curds and 


water in Wis hands. The idea behind this form seems to 


1. Annuel Administration Report of the Archaeological 
Department, Gwalior, 1936. Pl. VI a. 
2. Agrawal Urmile, Khajuraho Sculptures and their Signi- 
: ficance. Pl. 14. 
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indicate Vamena symbolising the pene | iaadba of 

% life as represented by the water and curd. Aceording to 
the same ext, Vamana should be meditated upon as standing 
under the golden imbrella flanked by the goddesses Sri and 
Bhumi. He should hold in his left hand.a golden pot con- 
taining the curd-rice and in his right hand @ golden pot 
filiea with water'. The description of Valea in the 
Sarad&tilaka is almost the same~. a 


So far no such image of Vamana has come to light. 


ee ee ee ; it .®*, 

€ nyo logy of the Vamana ingarnation 6f Visnu has 
been more frequently represented as ®yrivikrama when Visnu 
suddenly grew into the am form fron the dwarf form, 


to measure the whole, world. 


The image to be executed according to the Visnu- 
dharmot+aram is very peculiar. ‘It says: 


"The image of Trivikrama should be like the cloud 
laden with water, helding (of dark shade) and in his 
eight hands he holds the staff, the noose, the conch, 


the disc, tlie mace and the lotus. With his other two 


phertet enteprgsartere whey 1 


Toy aTaeet Cavey asTH Sag I 


Meru entre, 26, 341-342. 


>. Serastiteka,/15, 56-60. /(ed.) Pandit M.J.By, Benaras, 1934. 


‘= 


hands he should blow she corich’." * : 


_ The Matsya Purana’, the Winasollasa? ete. do not 
throw mich light on the iconography of the Trivikrema 
‘image, hence for the most part we have to rely on ihe 
VaikWanas@gama and the Atri Samhita. ‘ 

* 4 


—_— & % ¢ = = 
The Vaikhtinasfgama* divides the image of Trivikrama 


| Sgerrret: are: fear gt aarat: 
getrrnr (agaT:) awtatedea ae TaOT: 11, 


Uitmthadaowtaes, rr, 8, 55-56. 
é - Meters Purknall 260, 36-38. aes 

MSnasollasa, III, ¥, 712-714. Me 

4. Tyfagt frar vted at% frosferararg yatarg #7 

| 1.65 frfeaeq ------ a 


3 
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. 


de afartrd eearaaré sferot feet art sett 
sferorgarand ara Ti erasare MTP kara 
= FATTO Sa --------- % 


upraised left foot. It shovld either be to the level 


of the right knee, to the navel or to the forehead, inten 
ded ‘to represent him in the act of striding over the : 
three worlds. It should have either four or eight hands. 


If he is four-armed, one of the right hands holds the conch, a 


and one of the left hands holds the disc. One of the right 
hands should | be ‘ners up with the palm upwerds, and the 
other left hand cian a be ea out parablel to the 


uplifted leg. Wl 
: ; & « ea ee) * 


If the image is cight-nanded, then five of his hands 
should carry - conch, the dise, the matey, the bow and 
the plough and the others carry the symbols of the four- 
handed image. Hig, right ‘eg should b ve firmly planted upon 
the earth ana the left should be be in taking the stride. 
Indra ae be shown to be holding "ae umbrella over Tri- 
vikrama's head. Varuna, Vayu, Strya and Candra attend on 
him with fly-whisk. Brahma should be shown washing the 
uplifted leg of Trivikrema. Siva with folded hands should 
be sculptured on the panel. Below his etcibs leg its repre- 
sented the dwarfish ‘figure of Vamana with an umbrella in 


' his hands, ready to receive the grant of his wish from king : 


Bali who stands opposite to ‘him holding a water vessel 
indicating that he is “ready to pour'the sacred water as an 
act of final dedication. : ‘Sucpacnsrya, his guru, should 


| 


also be present there. 


é ' 
— the Katra Kesavadev ‘at Mathura has come a _— 


showing the Trivikrema incarnation of Visnu (assig: 


the Gupta Period), now preserved in the oe Museum 

(No. 2664)1. It is very difficult to describe the image 
in detail because the panel is in a badly mutilated con- | 
dition. A figure is seen with his left leg stretched 

aloft at the end of which is seen a demon head*. The demon 
head typifies the Brahmanda in the opinion of Dr. V. 58. 


Agrawal. 


A panel on the Dasavatara temple at Deogarh, in all 
probability represents the Trivikrama. To the right is a 
figure seated on a raised platform, while on the left is 
another figure with the right foot firmly planted on the 
ground and the left foot aslant. Between them is the bust 
of a young ascetic. Phe person onithe throhe raising his 
right hand in the abhaya-mudra is evidently Bali approached 
by Vamana for the gift. The gift being granted, he turned 
himself into a gigantic figure seen on the left side of 


the panel>. 


A very interesting image of Trivikrama has been found 
from Rajim, in the Raipur district, Madhya Pradesh. The 


ee Oe ee ee Oe ee ee ee ee oe ee oe ee ee Oe ee ee ee Oe ee 


1. Diskalkar D.B., Some Brahmanical Sculptures in the 
Mathura Museum. JUPHS, Vol. V, Part I, 
) Jan’.: '36. p. 25. PL. VI. 
2, Agrawal V.S., Brakhmanical Images in Mathura. JISO4, 
Vol. V, 1937. pe 124. 
3. Vats M. S., op. cit., p. 20. Pl. XIXb. 


four-handed god holds in his upper two hands the disc 

and the conch. The lower right hand is in the kathihasta- 
muda. He is shown to be crushing the demon head with his 
lower left hand and also by his vigorously outstretched 
left leg. Below the left leg is representlicnhe serpent 
Sesa, seated in human form on his own coils with his hands 
in the anjali-mudra. No other accessory figure attends the 
deity. This figure dates back to the early 7th vaptade’ 


There are two fine Pala: specimens of the Trivikrama . 
incarnation in the collection of the Indian Museum, Cal- 
cutta. One of ‘them (M. No. A 25179), reproduced by 
Banerji} R.D., represents the wholé episode in its minu- 
test details*. The god stands with his right leg firmly 
planted on the Sedewtad and the left leg raised upto the 
waist. His upper two hands hold the mace and the dise, 
the lower right hand near his waist holds the lotus and 
the mutilated left hand probably, w° the conch. Below 
on his right side is the goddess > a To the left, under 
his left leg is seen Vamana holding an umbrella in his hand. 
The king holds a water-pot in his right hand as if pouring 
the sacrificial water symbolising his readiness to offer 
the gift to Vamana. 


ee ee ee ae Ce ee SS ee Oe SD ee ee eS Se ae 


1. Rao T.A.G., Elements of Hindu Se Fol. I. 
Part I. Pl. XLVIII-, 


2, Banerji R.D., Eastern Indian School of Mediaeval 


Seulpture. Pl. XIVII. 6. 


This scene depicts the earlier part of the legend 
when Vamana approached the king at the time of sacri-* 
fice, As soon as the king gave him the gift by symboli- 
@ally pouring water he assumed the Virata or gigantic 
form depicted in the main sculpture. It is a ‘vivid 
execution of the particular scene déscribed in the Hari- 


vamga, in the line: 

ara q aft ver arvat years: 

= III, 71, 43. 
There are the queen and other attendants standing by the 
siae of the kiwg. On the pedestal below is represented 
a horse tied to the yupa, indicating the horse sacrifice 


performed by Bali. 


Another image in the same Saawnal , OL No. A 25187) . 


‘is almost jaentical re the one deseribed above. 


Trivikrama holds the disc and the mace in his right hands, 
the conch in the upper left hand’ and shows the tarjani- 
mudra with his lower left hand, possibly giving 2 warning 
or threat to the king. Below the Yeft leg of the god is 
shown the king seated on the throne, offering his gift to 


Vamana. 


1. Banee{ie R, be Bastern Indigh ‘School of Mediaeval 
Sculpture. Pl. XLVIId. 


» 
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A peculiar image from Abdullapur, in Bengal, 
aeniste _ in accompaniment of the consorts of 
Vigsnu - Sri and Sarasvati. The us figure of Tri- 
vikrama, WOlds the mace, the ling and the conch in his, 
hands. The right leg is firmly planted on the lotus 
pedestal and the left is raised aloft, with the mini- 
ature figures of the king and the dwarf below it. On 

either side of the god appear Sri and Sarasvati standing 


on lotuses,* 


In the group of temples at Osian, near Jodhpur 
in Rajasthan, ae preserved some representations of 
Trivikrama . One on the outer wall ofthe Harihara 
Temple I, shows the four-handed Trivikrama crushing the 
head of the demon with his left leg raised aloft. Of the 
four hands, his lower right hand is in the: ketihasta—mudra, 
the upper righ, holds the mace, had upper left holds the 
‘ @ise and. the lower2ert holds the conth. Below his left 
leg are the icitea itn: his, offering, Vamana with an opeh 
umbrella and other attendant figures. A figure, evidently 
the king, is shown holding the right leg of the god and 
above him appears a horse symbolising ‘the horse-sacrifice 


(fig. 41). 7 “at 


1. Bhattasali N.K., Iconography of the Buddhist and 
Brahmanical Images in the Dacca Museum. 


Bly) XXVIII. 
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There is an interesting image of Trivikrama, pre= 
served in the Ajmer Museum. The iconography of the image 
is almost identical with the ones described above, with iis. 
the exception that its facial expression is fierce’. } 


,4 
% 


The eight-handed variety of the Trivikrama image ~ 
described by the Vaikhanasagama and the Atri Samhita rare- 
Vaikhanasagama Atri _vamhite 
a, : 
ly finds its sculptural expression. ~ 


A fragment of the lintel of a gateway at Pawaya is 
Gwalior ia Every interesting execution of the legend of 
Vamana-Trivikrama. The whole panel is’ divided into three 
parts. The one’on the right represents aceite and 
dancing girl. The middle part of the panel depicts the 
harem with ladies on the top rows. On the right side of 
the lowermost row are ub revigas pertedhing sacrifice in 
a ¥edi before them. The King end 'the queen are also seated 
opposite the wedi. The horse of the Agvamedha Sacrifice 
is also tied to 9 tie in’ “Fron tl To the left of the same 

row is seen the king with. the Brah offering the boon 
to Vamana represented as J get by pouring water on his 
hand. The left panel represents the final state of the 
legend where Vamana has turned into 5 clued gy Unfortu- 
nately, it is vroken and only a wee x servived. The 
eight-handed god holds in his right hands the dagger, the 
dise, the staff (7) and one is,placed on the chest. In 


1. Dave KsB:, Gujarétnu Murtividhan. p. 201. 


Ce | : 
the upper left hand he is probably holding the garland, 


and the rest are broken. He is flanked by two cauri- 
bearers. On the top on the right side can be seen the 

sun riding his horses. This panel belonging to the 4th 
century A.D., is important both from iconographic¢al ag. 
well as stylistic point of view. Eight-handed images 

are very rarely met with in the Gupta period and this is 

the earliest eight-handed Trivikrama known to us. ‘Stylisti- 
cally the panel is very similar to the Amaravati seulptures, | 
indicating a possibility of the prevalence of the same | 
school in the Western India alsol. 


'The Gwalior Museum, however, fons eight—handed 
Drivikrema image from Ghusad, datable’to the 10th century. 
ti the right hands, staxitnx from the top are placed the 
disc, the lotus, the sword, anil the mace. In his left 
hands in the same order, appear the shield, the bow and 
the conch, one of the hands being mutilated. The left leg 
of the god is extented upto his shoulder. Below it are seen 
the dwarf with en umbrella, the king making the offering 
and an attendant figure. Near the king stends his guru 
Sukracharya, forbidding him to offer anything to Vamana, ( ie. 


1. Annual Administrative Report of the Department 
of Archaeology; Gwalior State, for the year 1931. 
Pl. VII, a, ®. VEXI a, 
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‘In a niche of the temple of Modhera in Gujarat also 
appears an eight-handea image of Trivikrama’. _ Oba the 
dise and the mace and the conch’ ‘in the three of his four 
right hands are visible; the left ones being completely 
mutilated nothing could be said about the emblems held by 
them. Near his right leg is a figure with folded hands, 
and below his left leg appear Vamana, Bali and Sukratharya 
as in other images. The left leg of the god ends in the 


mouth of a demon head. 


The image of eight-handed Trivikrama has been found 
at Kathmandu in Nepal’ dated to the 5th century A.D. by 
SteMia Kraurigeh. he pisht hands éf the image appear as 
follows: The upper one is in the abhdya—mu dra ; the others 


_ hold the @ige and the mace, and the last is in katihasta- 
| katihasta- 


mudra. The emblems in the left hand are not clear. Two 
Naga figures are clinging to the right leg of the god. 
Under the outstretched left leg of Trivikrame the king is 
shown offering something to Vamana. The queen with folded 
hands stands by the side of the king. © 


Av unique representation of Trivikrama has come to light 
from Chamba>, on a panel to the east of the Northern side 
of the Markulé Devi temple at Iehul. The outstretched left 


er ee a en ee ee 


1. Burgess and Cous@ns, Archaeological Antiquities of 
Northern Gujarat. Pl. LVI. 
2. Kramriseh Stella, The Art of Nepal, Vienna, 1964. P1.II. 


3. Goetz Hermann, The Early Wooden Temples of Chamba, 
Pl. XVI. 
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leg of the god goes even beyond were head and reaches 
heaven. The ext@nded toes of his right foot touch the 
snake god of the ee ae are represented in the 
form of a four-handed human being with serpent hoods. The 
upper right hand of the figure on the right touches the 
foot of Trivikrama but the emblems in its other hands are 
not clear. Beneath the left leg of Trivikrama the dwarf 
{5 aepioted With an umbrella in his left hand stan@ing 
before king Bali, who is seated on a small throne. Two » 
figures in front of them holding the sword and the shield 
are probably guards. In the upper region are seen the gods 


¢ 


grouped in three rows... 


The gods are not easy to identify poemmee the sculp- 
“tor does net seem to have followed the canon of Hindu 
jconography. The three-faced figure in the right upper 
«corner must be Reahies, holding the staff,the rosary, the 
water vessel and seated 6n two hamsas. Next to him is a 
figure holding the trident, the rosary and the vessel mounted 
on two parrots. Another figure om a’ Buffalo carries the 
skull, sceptre and the flag wh» may be Yama. The last» 
figure on the seme row, equipped with a sword and shield 
and seated cross-legged on a prostrate Yaksa, may be Kubera. 
The only preserved figure in this second row carries the bow, 
_ the lotus, the plough and the conch, and may represent 
Balarama, The Sisien 2 the third row is evidently Surya 
on his chariot. The main figure of Trivikrama holds the 
lotus, the disc, the mace and the conch in his four hands. 


‘ ' 
The most remarkable feature of this image is the presence 


of the boar and the lion-face to the left and the right of 


the main figure, as in the Vaikuntha images of Visnu. It 
isa compogte figure combining athe Trivikrame, Var&ha and 
the Nrsimhe avataras ofVisnu, an and hence is of unique impor- 


tance in the history of the iconography of Vignu. 


sk 


Vamen® and Trivikrama dmages, though scattered all 
_over Northern India do not exhivit jmany varieties or much 
o@itutt onsangypaebors tip from the iconographic point of 
Vi Pa, The two-handed Vamane figures are commonly found in 


the Sa period, the four-handed variety wing 4 an es” dea 


of the mediaeval period. The Vamana images, — 
minor differences, arg almost the same Lresipedire ot Sher 
provenance. ‘The Trivikrama images are usually of four- 
handed variety. This variety of Trivikrama images are more 
. popular in the early states in the north of India, but in 
the south the eight—-handed variety seems to be more common 
even in the Gupta period. The Trivikrama imag@s from Pllora 
and the Badami caves are éight-handea?. 


The Vamana worship must have been in vogue right from 
the third or the fourth century of ke Uatintien era. The 
Mati@bhSrata refers to a tirtha entitled Vamana Tirtha, which 
must have been a prominent place of pilgrimage. The Vamana 

Purane also mentions, that the Kota Tirtha had a shrine of 


“1. Yasoda Devi, Vamana-Trivikrama, Journal of the Indian 
History, Dec. 1965. Vol. XLIII. p. 836-845. 
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Vamana, somewhere in the Kuruksetra region. The Juna- 
gadh Rock Inscription of Skandagypta, referring to the 
temple of Visnu erected in the yeer 456, A.D. by Cakrapalita, 
the son of Pranadatta who was appointed the Viceroy of 
Saurashtra by Skandagupta y tipene with the invocation of 
Visnu in his Vamana svoaraisgor®s Kalidasa in the 


" Raghuvamga alludes . difficult, task df Vamana, com- 


paring it wi i his own’, in the opening of the first canto. 


Phe odes in the #oregoing pages makes it amply clear 
that Vamane like the Varaha and Nrsimha incarnations, met 
have been much worehgpred. by the nccen right Prom the 
Gupta period. Though no shrine dedicated to . has 
“* come to light so far, it s possibility cannot be ruled 
out. But inspite of its important position in the field 
of religion, Vamana does not seem +o have formed a cult 
which could have been reflected by the elaborate icono- 
graphical forms in the following periods. 


i 


i: Agrawal v. Sey Op. eit. p. 66. 


@. Fleet J.F., Corpus Inscriptionum Indicarum, Vol. III. 
pe 58-59. 
3. Kalidasa, Raghuvamsa, I, 3. 
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PARASURAMA 
w % 

All the five avataras discussed above obtained 
importance Bsn owing to their symbolic significance 
rooted in the geckos? past Site Paradurdina is a real 
historical figure, probably a ereat, paper of a parti- 
cular tribe, later on deified and jexaltes to the position 
of an incarnation of a yery promisent and popular god. 
Hence, with the advent of’ ‘Paragurama some historicity is 


introduced into the avatara concept of Visnu. 


Panini mentions a tribe or people know as Parasus, 
but whether there is any relation between Parasurama and 
‘that tribe is difficult to say, because Parasurama is used 
merely as a proper noun and hesides in earlier references 
welfind him designated only as Rama, Bhargava or Jamada- 
gneya. He is called Periiayaie probably because of his 
association with the Paragu or axe - his weapon - with 


which he killed his mother at the commandment of his father’. 


Unfortunately, the initial stages of the development 
of the story of Parasurama are lost and what we find.in 
the earliest known ppt rrapoes is a full-fledged myth of 

yo z 


1, Bian niy V,*3, 119. 


qa ITETa MIWA Wat arq: ANtsewq 1 
Mahabharata, III, 116, 14. 


the deified Paragurama. 


The famous story of Paradgurama is related in detail in 
the Mah&bharate, III, 116. The Sage Jaiiedagni had five sons 
by Renuka, the last of them being Rama. Once, when Renuka 
had gone to the riverside to fetch fruit for the sacrifice, 
she saw king @rravdina sporting merrily in the river. 
Renuka waited for a while to witiésé the scene. When she 
returned to the hermitage excited with impure thoughts, the 
sage turned her out and ordered his sons one after another 
to kill her. Failing to carry out his orders, the first 
four sons were cursed to death. Rama, the youngest of all, 
_ obeyed his father and proceeded to kill his mother. Pleased 
with this deed, iySmaaend. offered a boon to his son. Para- 


Surama asked for the resurrection of his mother and brothers. 


ip, Once upén a time, king Kartavirya came to the hermitage 
of Jamadagni and took away forcibly their cows. So Parasu- 
rama went end killed the king. To aveng their father's death, 
Kartavirya's sons murdered the sage in the absence of Parasu- 
rama, who later on took an oath to destroy the whole of the 
Ksgatriya race. He undertook his campaign of destruction 


twenty-one times. 


_ It may be briefly noted that the character of Parasurama 
is represented unfavourably in the Ramayana. He is defeated 
by the Dasarathi Ramat. This may be the result of an attempt 


l. amayana, » eg & 


| 


to establish the supremacy of the Ksatriyas over the 
Brahmanas. 


This avatare hardly attained any importance among 
the worshippers of Visnu, but in the avatéra panels he. 


gets his place. 


The iconography of Parasurama is simple and unvaried. 
According to the Visnudharmottaram he should have a jata 
on his head and his only emblem is the axe!. The Agni 
Purana prescribes four hands to the image of Parasurama 


holding the bow, the arrow, the axe and the sword. 


The VaikbSnasagama describes two varieties of the 
image of this avatéra. One is two-handed and the other is 
four-handed>. ‘The two-handed image should have the axe in 
the right hand and the left hand should be in the suci-mudra. 
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| Visnudharmottaran, Ill, 85, 61-62. 
; 
{rH Sartspeeg: SaTSMTT MAYA HRs: | 
Agni Purana, 49, 5. 
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 Vaikhanasagama, Patale 59, p- 200. 
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He should wear Jatamukuta, Yajnopavita and other ornaments. 
Ifethe image is four-handed, it should hold the usual 
attributes of Visnu. 


An image has been discovered in Timba, a village near 
Amreli in Gujarat, belonging to the Gupta period. It is a 
mutilated piece and hence its exact identification is 
@ifficult but an axe in the right hand of the figure indi- 


cates that it may be the representation of Paragurama’. 


If 
the identification is correet, the image is the earliest 
document to testify to the prevalence of Parasurama worship 


in Gujarat. 


On the left outside wall of the Parsvanathe temple at 
Kha juraho* are two mas of Paragurama, both of them 
holding a fruit (citron?)), ‘the conch, the lotus and the 
battle-axe. The attributes of these images are quite dif- 
ferent from the attributes “suggemted by the Sanskrit texts 
cited above. 


ps 
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A beautiful image of Parasurama has been reproduced 
by Bhattasali N.K.° The god holds in his upper two hands 
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1. Dave K -B,¥, Gujaratny Murti Vidhan. p. 203. 
2. Agrawal Urmila, Kha juraho Sculptures and Their Signifi- 


cance. p. 29. 
3. Bhattasali N.K., Ieonography of Buddist dnd Soonnesteni 
Sculptures in the Dacea Museum. Pl. XXXIX. 
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the battle-axe and the disc, the lower right hand is in 


varada-mudra and the lower left hand holds the conch. 


Below on the pedestal is a small figure of Garuda with 
folded hands. This image, standing in the tribhanga pose 
is a fine specimen of the llth century and of eastern India. 


There is a very peculiar representation of Parasurama 
at Basohli, on the opposite wall of the Baoli of Dhan, 
three miles away from Thara-Kadwal on the way to Kuhn. 
The second panel on the wall beginning from the upper end 
depicts a fight between two persons, one of whom is multi- 
armed and the other carries a battle-axe in his right hand. 
With the left hand he has caught the hair of his opponent. 
Only five of the multiple hands of the other figure are 
visible carrying the’mace, the sword, the kukri, the dagger, 
ete. This obviously depicts the fight between Parasurame ; 
and Kartavirya Arjuna’. ‘The image belongs to the late 


mediaeval period. 


The images of Parasurama are very few in number. Al) 
those that have come to light are also datable to the 
mediaeval period. The utter absence of a images 
excepting these stray ones, makes it obvious that this 
avatara exerted only a limi tea influence on the Vaisnava 


devotees. It being a minor avatara, temples were not usually 


orem am emiip om enum eees ean oe ee ee Ge Oe ee ee oe ee ee oe re oe at oe ae oe ee ; & 
1. Kak R.C., Antiquities of Basohli and Ramnagar. Indian 
Arts and Letters. Vols VII, No. 2, 1933. p. 83, 
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his lep. By his side is Sita with a lotus in her hand.” 


one Uther variety of seated Hama with Sita i8 described 
in the Brhad Stotra. "I meditate upon Rama, adorned with 
the inal, with long hands reaching upto the knees, 
eee ee 
wearing the yellow garment, his eyes look like a newly 
blossomed lotus and he is seated with his consort Sita on 


hie-left thigh."* | te 


Rama and Laksmane in the forest are described in the 
Padma Purana. It says: 
"Rama proceeded to the other forest after tying his hair 
in a jata with a thread of his yajnopavita, wearing valkala 
garments besmearing his pody with ashes, wearing a rudrakska— 
mala and is followed by Laksmana."? 


cyst arerii garam eearegy argh | 
frat arearat atieey faqrtet wea 
wad secret fa fetaaracntsrqart FH | 
Silparatna, Uttarabhige, adh. 23, 29. 
2. Brhad Stotra, Rama Raksa Stotra, 89-90. p. 394. 
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the child Krsna, stealing butter from a milk-pot, is 
preserved in the collection of the Bharat Kala Bhavan, 
Benaras (No. 180). This panel, belonging to the early 
Gupta period, shows a small child with curly hair bending 
over a pot, trying to hold butter in his hand. Behind in 
the back ground can be seen & woman who may be identified 


as Yasoda or a gopi. 


Krsna stealing butter is also carved on the panel on 
the gateway of Mandor. It is much weather-worn, but leaves 


enough indication to identify the scene. The panel is mivi- 


ded into two parts, on the right side are some cows ané on 


the left can be seen & woman churning the butter milk and "i 


a child trying to get some butter from the pot. 2 


An eighth century panel at Paharpur has a child eating 
a butter-ball held in his hand, which im all probability 


represents the same scene. * 


Yamalarjuna-bhanga: Once when Yasodai was tired of 


this naughty habit of Krsna, she tied him to a grinding 
stone with a rope. Krsna dragged himself to the river bank 
where stood the trees of Yamala ana Arjuna. He tried to 
pass through them and while doing so the trees were hurled 
down and uprooted by the force of the big stone tied to 
Krsne.> The Bhagavata version mentions that these trees 


1. Bhandarkar, op. cit., p. 137, fig. 1. 
2. Saraswati S.K., op. cits, Pl. XI, fig. 28. 
ay Harivamsa, II, 7, 27-19. 
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It has already been stated before the orship o! 
NBréyqye must have been prevalent in and before the 
period. The MahBbhBrate glorifies Nara-Naradyana to a Ly 


a great extent and also mentions tind nscale of their 
at Badari. 


wi-Krgna. "The colour of 
: the te ies gtass, oy two hands 
a ha four hands. WarByage is coloured like 4 
tne petal of a vive Letee: : : : ’ i 


Aaa, B 
Between these two. shoud be date Badari bearing fruit. 

Under the Badaru ina charming vehicle having eight wheels 

drawn by the elements (bhuta) should be made standing the 

e two - Nara and Nardyana. Both of them carry rosaries, wear 
antelope skins and have matted locks of hair. With one of | e 
the feet in the chariot and the other behind it, Hari should ae _ 
be made like Nara or Narendra while Krsna should be made like 


Narayana’ ." " 


The sanly known image of Nara-Naréyana has survived on the 
wall of she: Dadavatira temple at Deogarh. They are seated on 
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EPILOGUE 
.” 
An analytical Survey of the iconography of Visnu at once 
makes it clear that originally Vignuism was quite different 
from what we sof ai Present., The religion which started over 
two thousand years ago naturally Passes through different phases 


of evolution which are clearly reflected in Sts iconography. 


Vignuism started with nerd worship and culminated in the 
deification of the "five heroes", Vignuism in its initial 
Stages consisted of a Simple ritual worship of these deifieca 
heroes, the principal ones of whom was identified with the 


vedic god) Visnu, Consequently Vasudeva only came to be worshipped 


as Vignu in the Gupta perioa, with a particular iconographica? = © 


pattern. The worship of this four-handea Vigyu domffhatea the 
field of religion in Northern India., 


ity 
ap 2 


Tater on, with the oxteditee the cult and increased 
symbolisms, the worship of the four—-handed Vignu became more 
elaborate and complex. He was cdnceived to have twenty~four 
different forms, only a few of which were commonly worshipped in 
the mediaeval period, Side by side evolved @ new iconographic 
form with tmltiple hands and emblems. 


; 


Besides this commonly accepted form of Visnu, the vyta 
theory, born after the Sankhya system of Philosophy, also 
asserted its hold on the worshippers of Vignu. The Vaikuntha 
Caturmurti, representing principles of the Sankhya cosmological 
theory, came to exist in the Gupta period, but its strong hold 
9th-10th centuries in the extreme 
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CATURVINMSATIMUTIS OF VIRNU (The Order of Embiens) 


Padma ipa- Paramesvara Ahirbudhnys 


Purana mandana : ws 
IV, 79 ‘Adh. v a 26, 33-86 


1. Kesgava SCGP PSCG PScG PSCG 
2. Narayana Pacs ~—s SGC SCGP SPEC 
3. Madhava CSPG GCSP PGSC PGSC 
4. Govinda GPS¢ CGPS CGSP CGSP 
5. Visnu SCPG GPsc GPSC GPSC 
6. Madhusudana SPGC .oSPG * CSPG CSPG 
7. Trivikrama GESP PGCS CGPS CEPs 
8. Vamana CGPS SCGP SCGP SCGP 
9. Sridhare CPSG = PcGs POGS PCGS 
10. Hrsikesa CGSP GCOPS GCSP GCSP 
11. Padmanabha PSGC SPCG GPCS SPGC 
12. Damodara SGCP PSGC PSGC PSGC 
13. Samkarsana SPCG GSPC 
14. . Vasudeva CSGPy GSCR s 
15. Prayumna SCGP W " GSGP. 
16. Aniruddha GSPc ° c@sp 
17. Purusottama PSGC CPSG 
18. Adhoksaja GSCP PGSC 
19. Nrsimha PGSC CPGS 
20. Acyuta PCSG GPCS 
21. Janardana - PCSG 
22. Upendra - SGcP 
23. Hari “ SCPG 
24. Krsna GPCS _—s sqPC 


Abbreviations:- S = gankha, P =padma, G = gada, C = cakra. 


The order of emblems starts from the lower right hand in the 
Clockwise direction. 
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Fig. 1. Standing Visnu, 
Mathura Museum, 3rd c. A.D. 


Fig. 2. Standing Visgnu, Fig. 3. Standing Visu, 
Allahabad Museum, Udayagiri Caves, 
Sth c. A.D. 6th c. A.D. 
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Pi, a Sridhara: Form of 
gnu ; Meahant Collection, 
30dk ’Gaya, 9th ec. A.D. 


Pig. 11. Visnu with 
Fig. 10. Vigpu (blowing?) Avalokitesvara, 
the Conch, Nalanda Museun,, National Museum, 

. 9th c. A.D. Delhi, 9th c. A.D. 


Fig. 12. Vignu Flanked by ; i 
Garuda, Lucknow Museum, Fig. 13. Seated Vispu, Mathura 
' Oth c. A.D. 24 na 


Pig. 14. Seated Vignu (in 
Karivarate relief), Deogarh 
Fort, 6-7th c. A.D. 
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Fig. 22. Harihara me. 05. ta 
Patna Museum, 5th c. A.D. é : 


rihara, Meahant 
Collection, Bodh Gaya, 


Oth c. A.D. 
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Fig. 26. Matsya-Avatara, 
Gwalior Museum, 
8-9th c. A.D, 


Pig. 27. Kurma-Avatara, 
Bharat Kala Bhavan, 
Varanasi, 9th c.A.D. 


Fig. 28. Varaha—Avatara, 
Mathura Museum, 
Stade. ADs 
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Wae.. 30. Varaha-s vatara, 


29, Varaha-Avatéra, Sachia Mata Temple, Osian, 
Figs. 29 
holding 2 Fish, Devanganea; 9th c. Aue 


Oth Ce A.D. 


vet Ry 


Fig. 31. Varaha-Avatara 
with a Tortoise Under His 


Foot, Iucknow Museum, 9the. Fig. 32. Varaha-Avatara, 
a Victoria and Albert Museum, 


London, 10th ec. A.D. 


Fig.33a- Mahavaraha, 


Pig.33b. Vardha-Avatara, 
Sagar, 5th ce. #-D- 
7. 


Sagar, 5th c. A.D. 


Pig; 34,. Mahivarah 
Vijapur,’1lth c. A.D’ 


Fig. 35. Nrsimha-—Avatara, : ” 
Bharat Kala Bhavan, Fig. 37. Nypsimha-Avatara, 
Varanasi, 6th c. A.D. Sirpur, 7th c. A.D. 


Fig. 36. Nrsimha-Avatara, msutne 
2, ly 5 (Ke Ds Fig. 38. Nrsimha—Avatara 
Devangane, 9th c. A.D Ee now Museum, am sere? 


_ Vamana-Avatara = 1 ‘wate 
Fig: - sean ’ Fig. 40. Vamana— vatara, 
Allahabad husecu, Sanskrit piti 
5th c. A.D. eet Tae ee 
5th Varanasi, 10th GC AseDs 
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Fig. 42. Rama, lakgmanewi th 
Monkeys, Allahaba ad Museum, 
6th c. A.D. 


Fig.41. Trivikrama-A \vatara, 
Harihara Temple I, 
Osian, 9th c. A. D. 


Fig. 44. K&liya Mardana by 
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EPILOGUE 
.” 
An analytical Survey of the iconography of Visnu at once 
makes it clear that originally Vignuism was quite different 
from what we sof ai Present., The religion which started over 
two thousand years ago naturally Passes through different phases 


of evolution which are clearly reflected in Sts iconography. 


Vignuism started with nerd worship and culminated in the 
deification of the "five heroes", Vignuism in its initial 
Stages consisted of a Simple ritual worship of these deifieca 
heroes, the principal ones of whom was identified with the 


vedic god) Visnu, Consequently Vasudeva only came to be worshipped 


as Vignu in the Gupta perioa, with a particular iconographica? = © 


pattern. The worship of this four-handea Vigyu domffhatea the 
field of religion in Northern India., 


ity 
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Tater on, with the oxteditee the cult and increased 
symbolisms, the worship of the four—-handed Vignu became more 
elaborate and complex. He was cdnceived to have twenty~four 
different forms, only a few of which were commonly worshipped in 
the mediaeval period, Side by side evolved @ new iconographic 
form with tmltiple hands and emblems. 


; 


Besides this commonly accepted form of Visnu, the vyta 
theory, born after the Sankhya system of Philosophy, also 
asserted its hold on the worshippers of Vignu. The Vaikuntha 
Caturmurti, representing principles of the Sankhya cosmological 
theory, came to exist in the Gupta period, but its strong hold 
9th-10th centuries in the extreme 
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